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In  the  Eastern  parts  of  the  country,  especially  in  the  States  of 
Bengal,  Bihar  and  Orissa,  more  than  a  dozen  styles  of  dance 
are  prevalent  which  are  called  Chhau.  Therefore,  Chhau  is 
a  generic  term.  The  seedbed  of  Chhau  dances  is  a  contiguous 
area  comprising  south-west  of  West  Bengal,  south  of  Bihar,  north 
and  west  of  Orissa.  Of  these  various  styles  of  Chhau,  three  are 
considered  representative  and  are  now  called  after  the  places  of 
prevalence:  Purulia,  Seraikela  and  Mayurbhanj.  While  Purulia  is  in 
West  Bengal,  Mayurbhanj  in  Orissa,  and  Seraikela,  although  now 
in  Bihar,  it  is  pertinent  to  note  that  all  the  Chhau  dancers  are  Oriya 
speaking. 

Mayurbhanj  and  Seraikela  were  princely  states  and  their  rulers 
extended  enthusiastic  patronage  to  the  development  of  Chhau. 
Therefore,  these  two  styles  of  Chhau  are  most  evolved  and  have 
a  well  structured  grammar  and  identity  of  their  own.  The  grammar 
and  technique  of  the  form  is  passed  down  through  the  oral  tradition. 
The  Purulia  style  of  Chhau  has  a  simpler  grammar  but  adequate  to 
give  it  a  powerful  theatrical  character. 

The  main  difference  among  these  Chhau  styles  lies  in  the  use 
of  masks.  While  Purulia  and  Seraikela  styles  of  Chhau  use 
masks,  the  Mayurbhanj  style  does  not.  Seraikela  masks  are  more 
sophisticated  but  Purulia  masks,  with  towering  headgears,  are 
more  dramatic.  Influenced  by  the  traditional  jaatraa  theatre  of 
West  Bengal,  Purulia  Chhau  vibrates  with  a  powerful  theatricality 
and  the  use  of  masks  imparts  to  the  danced  mythical  episodes  a 
rare  kind  of  palpability. 

The  origin  of  Chhau  lies  deep  in  the  obscurity  of  time  and  the 
unfortunate  silence  of  historical  documents  has  heightened  the 
mystery  of  the  origin  of  the  form  Even  the  meaning  of  the  word 
’Chhau’  is  steeped  in  controversy.  Most  of  the  scholars,  however, 
agree  that  Chhau  dances,  irrespective  of  style,  have  both  material 
and  ritualistic  elements.  All  the  dance  numbers  in  the  repertoire 
of  Purulia  Chhau  centre  around  a  fight.  The  rudimentary  dance 
of  Mayurbhanj  Chhau  is  called  ruk-naar-naacha  which  literally 
means  ’the  dance  of  defence  and  attack’,  and  that  of  the  Seraikela 
Chhau  is  phari-khandaa-khela,  meaning  ’the  play  of  the  shield  and 
the  sword’.  All  these  unmistakably  point  to  the  fact  that  in  the  initial 
phase  of  development,  Chhau  was  inspired  by  the  martial  crafts 
of  bygone  days.  When  guns  were  not  there,  the  soldiers  were 
using  heavy  handheld  weapons.  To  use  them  proficiently  an  agile 
body  like  that  of  a  dancer  was  required.  The  martial  arts  involved 
dance  training  also.  Today  the  martial  artists  combine  the  grace  of 
a  dancer  with  vigorous  movement.  Some  of  the  traditional  martial 
arts  still  survive  in  a  few  places  of  our  country,  for  instance,  the 
thaang-taa  of  Manipur  and  Kalarippayettu  of  Kerala  are  surviving 
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martial  arts  of  this  country.  In  Orissa,  a  similar  tradition  survives, 
it  is  known  as  paaika-naacha.  Chhau  at  one  time  was  a  kind  of 
paaika-naacha,  which  means  'dance  of  the  soldiers'.  It  would  be 
therefore,  logical  to  presume  that  Chhau  was  originally  a  war 
dance. 

In  its  formative  period,  in  an  unsophisticated  culture,  Chhau  was 
not  only  a  war  dance  but  also  a  ritual  meant  for  the  upliftment 
of  the  soul.  At  the  same  time,  it  also  conveyed  the  conquest  of 
fear  through  the  anticipation  of  victory.  It  is  significant  that  all  the 
various  styles  of  Chhau  culminate  in  a  festival  called  chaitra-parab 
celebrated  on  the  last  day  of  the  month  of  chaitra,  corresponding 
with  April  12.  In  both  Bengali  and  Oriya  calendars  this  is  the  last 
day  of  the  year. 

A  few  other  traditions  of  mask  dances  are  prevalent  in  West 
Bengal,  such  as,  gambhiraa  and  kaalikaa-naach,  but  they  are 
highly  ritualistic  and  lack  the  kind  of  aesthetic  appeal  that  the 
Purulia  Chhau  has. 

Purulia  is  the  name  of  a  district  lying  at  the  western  border  of  West 
Bengal.  Purulia  became  a  district  only  in  the  year  1956.  Earlier 
it  was  a  part  of  Manbhum  district.  Although  Chhau  is  performed 
all  over  the  district,  there  are  a  few  villages,  such  as,  Bagmundi, 
Jhalda,  Bandyoyan  and  Arsa,  where  the  dance  is  performed  with 
more  enthusiasm.  The  character  of  the  performance  at  these 
four  places  differs  to  some  extent.  While  the  performance  at 
Bandyoyan  has  a  primitive  simplicity,  that  at  Jhalda  has  acquired 
more  urbanised  sophistication,  because,  among  the  said  four 
places  only  Jhalda  has  a  railway  station,  electricity,  cinema  halls, 
and  a  few  industrial  units.  Therefore,  life  here  has  been  urbanised 
to  some  extent.  Naturally,  Chhau  has  been  influenced  by  it.  Often 
the  costumes  are  gaudy  using  nylon  and  tinsel  materials  as  are 
used  in  commercial  films.  At  times,  themes  for  dance  numbers  are 
not  Pauranic  but  such  as  would  please  the  urbanised  population. 

The  style  of  performance  in  Bagmundi  area  may  be  considered 
as  the  most  representative  of  Purulia  Chhau,  although  it  is  being 
increasingly  influenced  by  the  popular  jaatraa  theatre  which  has 
also  acquired  some  elements  of  commercial  films.  Nevertheless, 
Chhau  of  Bagmundi  area  retains  the  traditional  music  and  thematic 
content  of  the  dance  numbers. 

Purulia  Chhau  is  traditionally  performed  in  the  open  air  and  on  level 
ground.  An  open  area  of  about  30  feet  by  30  feet  is  adequate  for  the 
performance,  but  the  area  is  joined  with  a  corridor  of  about  6  feet 
width  which  is  used  for  entry  and  exit  of  the  dancers.  It  is  about  20 
feet  long  and  connects  the  greenroom  with  the  performance  area. 
The  corridor  also  often  becomes  a  part  of  the  performance  area. 

Generally,  the  performance  area  is  circular  with  a  diameter  of  about 
30  feet.  The  audience  sit  around  the  area  on  the  bare  ground. 
For  women  there  is  a  raised  platform,  quite  a  distance  from  the 
performance  area,  that  is,  behind  the  male  audience.  The  platform 
is  6  to  7  feet  high.  Therefore,  if  any  one  of  the  male  audience  stand 
up,  he  will  not  obstruct  the  vision  of  the  female  audience. 

The  performance  begins  around  10  PM.  and  continues  throughout 
the  night.  At  times  the  performance  comes  to  an  end  one  or  two 
hours  after  sunrise.  The  audience  come  to  watch  the  performance 
after  dinner. 
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Before  the  presentation  of  dance  numbers,  the  musicians, 
especially  the  drummers,  show  their  mastery  over  the  drum.  If  there 
are  more  than  one  group  to  perform  that  night,  then  musicians  of 
each  group  come  batch  by  batch  and  play  with  great  enthusiasm. 
After  musicians  of  all  the  participating  groups  have  performed,  the 
preliminary  comes  to  an  end. 

The  performance  begins  with  an  invocation  to  Lord  Ganesa. 
The  vocalist  comes  with  folded  hands  to  the  arena  and  sings  the 
invocation  which  is  quite  brief,  usually  just  a  couplet.  As  soon  as 
the  vocalist  stops  the  music,  the  opening  number  is  played.  The 
first  character  to  appear  is  Lord  Ganesa.  Unlike  the  other  two 
styles  of  Chhau,  Purulia  Chhau  has  no  solo  or  duet  dance  in  its 
repertoire.  All  are  group  numbers.  Therefore,  the  first  number  has 
to  have  Lord  Ganesa  as  one  of  the  characters.  There  are  three 
such  numbers  in  the  repertoire  of  Purulia  Chhau.  In  Bagmundi 
area  it  is  either  the  Mahisaasura-vadh  (killing  of  the  demon  named 
Mahisaasura)  or  Parasuram-parajay  in  which  there  is  first  a  fight 
between  Ganesa  and  Parasuram  and  the  former  is  defeated.  Then 
fight  ensues  between  Kaartikeya  and  Parasuram.  Again  the  former 
is  defeated.  Then  comes  goddess  Parvati  in  the  form  of  Kali  who 
defeats  Parasuram.  Lord  Siva  also  appears,  to  whom  Parasuram 
bows  and  surrenders  his  arms.  The  goddess  then  appears  in  her 
benign  form  of  Parvati. 

In  the  Bandyoyan  area,  the  theme  for  the  opening  number  is 
different.  The  number  depicts  how  Ganesa  loses  his  head  as  Sani, 
the  malevolent  planet-god,  casts  his  malignant  glance  and  how, 
ordered  by  Lord  Siva,  his  follower  Nandi  brings  the  severed  head 
of  Indra’s  elephant  and  it  is  grafted  on  the  shoulder  of  Ganesa. 

After  the  opening  number,  usually  sequential  numbers  based 
on  the  Ramayana  are  presented.  The  entire  repertoire  of  the 
Ramayana  consists  of  30  sequential  numbers,  beginning  with  the 
episode  of  killing  of  the  young  ascetic  Sindhu  by  King  Dasaratha 
and  ending  with  the  coronation  of  Rama  in  Ayodhya.  It  is  not 
possible  to  present  the  entire  Ramayana  in  one  night.  It  usually 
takes  two  nights  to  present  all  the  30  episodes.  On  the  first  night, 
eight  are  danced  ending  with  the  marriage  of  Rama  and  Sita.  If, 
however,  the  Ramayana  is  to  be  performed  in  one  night  and  not 
in  two  successive  nights,  then  less  important  episodes  are  not 
performed  and  the  performance  ends  with  the  killing  of  Ravana. 

In  the  repetoire  of  Purulia  Chhau  there  are  several  dance  numbers 
which  are  based  on  episodes  from  the  Mahabharata  and  a  few 
Puranas. 

The  musical  accompaniment  to  the  dances  is  provided  by  three 
kinds  of  musical  instruments.  The  melodic  instrument  is  called 
Shanai.  It  is  a  double-reeded  wind  instrument  much  like  the 
sehnai  of  North  India,  but  the  timbre  is  different.  The  Shanai  has 
a  kind  of  whining  sound.  In  all  the  styles  of  Chhau,  drum  music 
rules.  Two  kinds  of  drums  are  used  in  Purulia  Chhau.  Dhol  is  the 
most  dominant  drum.  It  is  a  two-faced  barrel-shaped  drum  which 
is  slung  around  the  neck  of  the  player  and  held  waist-high.  One 
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face  is  played  with  a  lean  stick  and  the  other  by  the  fingers.  The 
Dhol  player  always  leads  the  Chhau  orchestra.  When  inspired  he 
loudly  utters  the  mnemonic  syllables  of  the  Dhol  music.  The  other 
kind  of  drum  is  called  Dhumsa  or  Dhaak.  It  is  a  huge  bowlshaped 
bass  kettle-drum  which  is  played  with  two  thick  and  blunt  wooden 
batons.  It  produces  a  reverberating  sound.  The  sound  of  Dhumsa 
admirably  blends  with  that  of  the  Dhol  and  makes  the  percussion 
music  of  Chhau  extremely  rich  and  powerful. 

Not  only  in  Purulia  but  in  the  entire  area  where  the  Chhau  dances 
are  prevalent,  there  is  a  fascinating  tradition  of  folk  music  called 
Jhumur.  Most  of  the  melodies  played  on  the  Shanai,  especially  in 
Purulia  and  Mayurbhanj  styles,  are  drawn  from  the  vast,  varied, 
and  rich  repertoire  of  Jhumur  songs.  Usually,  the  musical  phrases 
that  are  repeated  over  and  over  are  the  refrain  couplet  of  a  Jhumur 
song.  Although  repeated  many  a  time,  like  the  flowing  waves  of  a 
river,  the  musical  phrases  do  not  appear  monotonous  because  the 
tunes  have  exquisite  lyrical  beauty  and  the  fascinating  drum  music 
that  goes  with  it  immensely  enhances  its  appeal. 

Most  of  the  musicians  of  Purulia  Chhau,  (as  also  in  Mayurbhanj), 
belong  to  the  Dorn  caste.  In  social  hierarchy  the  Dom-s  used  to 
occupy  a  very  low  position.  But  it  is  this  caste  that  is  responsible 
for  sustaining  and  enriching  the  fascinating  tradition  of  Chhau 
music.  Unless  one  has  a  very  strong  sense  of  rhythm  one  can  not 
be  a  Dhol-player  since  there  is  no  systematic  method  of  training. 

The  district  of  Purulia  is  largely  inhabitated  by  scheduled  tribes 
and  scheduled  castes.  There  are  isolated  settlements  of  caste 
Hindus  scattered  over  the  entire  district;  but  they  are  all  migrants. 
The  basic  population  of  the  district  is  formed  mainly  by  four 
communities  :  the  Bhumij,  who  call  themselves  Sardar;  the  Mura, 
generally  known  as  the  Mundas;  the  Santhal;  and  the  Kurmi, 
also  known  as  Mahato.  Of  these  four  communities,  the  Santhals 
do  not  show  much  interest  in  Chhau,  however,  the  other  three 
communities  are  very  interested  in  the  form.  Most  of  the  Ostaads, 
meaning  the  trainer  and  expert,  belong  to  the  Mura  community, 
the  Chhau  dancers,  however,  are  from  the  Bhumij  community. 

The  Purulia  Chhau  does  not  have  as  elaborate  a  grammar  of  dance 
technique  as  the  Mayurbhanj  and  Seraikela  styles,  yet  the  set  of 
techniques  that  Purulia  Chhau  has  is  adequate  to  make  it  the  most 
dramatic  of  all  the  styles  of  Chhau.  Some  fo  the  dance  movements 
that  a  Purulia  Chhau  dancer  has  to  practise  and  perfect  are  given 
below  : 

Basic  Gaits  and  Locomotion 

1 .  The  majestic  walk  of  a  Hero 

2.  The  arrogant  walk  of  a  Demonic  Titan 

3.  The  sideway  walk  to  Seek  an  Enemy 
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4.  The  walk  of  a  prowling  animal 

5.  The  walk  of  a  monkey 

6.  The  walks  of  various  animals  like  lion,  tiger,  etc. 

7.  The  walk  on  the  knees 

8.  Wavy  locomotion 

9.  Crawling  locomotion 

10.  Diving  locomotion 

11.  Rippling  locomotion  (like  a  fish) 

12.  Rocking  locomotion  (like  a  swan) 

Jumps 

1 .  Jump  and  fall  on  one  knee 

2.  Jump  and  fall  on  both  the  knees 

3.  Jump  and  take  a  turn  in  air 

4.  Jumps  evoking  those  of  animals  like  monkey,  lion,  etc. 

Typical  Movements 

1 .  Shaking  the  crown  :  This  movement  is  generally  executed  by 
the  demonic  characters  to  express  extreme  anger.  The  whole 
body  of  the  dancer  remains  erect  and  stiff.  Only  the  top  of  the 
headgear  of  the  mask  is  shaken  vigorously. 

2.  Shaking  the  shoulders  :  This  movement  is  also  done  to 
express  anger,  especially  when  two  characters  confront  each 
other  before  a  fight.  The  movement  is  executed  by  both  good 
and  evil  characters.  This  is  performed  more  by  the  dancers  of 
Bagmundi  area. 

3.  Shaking  the  Torso  :  It  is  a  difficult  movement  and  only  well 
trained  and  talented  dancers  can  perform  it  perfectly.  The 
entire  body  is  kept  erect.  Only  the  torso  is  shaken  to  express 
valour.  A  few  dancers  of  Bagmundi  area  do  it  admirably. 

Purulia  Chhau,  being  the  most  vigorous  and  theatrical  of  all  styles, 

does  not  need  any  complicated  dance  movements. 
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4.  RRT  RRTR  %  PrmPrT|  %  c^  ctf  RToftt  %  RfRRR  RT 

fRRRRt  Rft  RfRTRT  RTt  f^U-WZt  RTFT  RTTRT  tl  FTT  'RRR  RTt  RT7RF 

fmrn  rtft  rttrt  ti  (RRrt  rt|  fRRRnRT)  i 

5.  RTRilft  t  fRRRT  RRT  RRTR  Rtt  #tt  f^ft  RTRt  RTFt  t.  ^  gP  gr^tt  RTt 

RTftlRT  Rtt  TRTcft  t  RlfRT  TTRt  3RT  RTRT,  3RTi,  RTR  3TTfR  Reft  RRTR 
3RT  RR  RTRR  3R  TT^  l  gTifteT-tRRW  %  FTT  RTRT  RTt  RTFT 

RTTRT  tl  (  RTRt  tt  Rfftm  RTTRT)  I 

6.  PhrWi  Rft  FTT  RfRTRT  %  Rld'Id  fRR,  g<a1^  RT  P*H<i<ii  Rft  RRT  RReft 
RTR  eRTT^  TSTTcft  tl  F^  ft^fR  R  RTltt  Rft  RfcTTTR  t  3TeRI  RR  fRRT 
TRTRT  tl  RtTlt  RTRT  Rft  RffcT,  F^  tt  R)/R?R  efR T  RTFT  Rldl  tl 

7.  3ffcRT  "RTRT  Rft  TTRTTRt  RTFT  RTTRT  t,  STRfR  1  RTetgTR1  RRRTI  FTT  "RTRT 
t  3TTRRRRT  Ttft  RTt  eTRTRT  RTTRT  t  3ftr  <ipRd  Tilt  RtR  Rft  rIsi  Rldl 
tl  gRJ  gr§fttf  Rft,  fT3R  "RftRf  RTT  t  RfRfRfRcR  RTrt  t,  RRRt  SfgTTR 
3TTRR  3TeffTR  ?M  RlR  Rft  3TTRRRRTRT  ttcft  tl 

grMtTRT  RT  grRtTT  Pintdl  R  "trReT  RtM-Pl  RTeTT  t  RTg  R Kdl R  4,<lul  RTRT3ft 
RR'  RRTT^TTRf  3TTft  tf  tt  R8JT  ttt  t,  FTeTtfRT  3#4RTRT  grgPfeT  fRRfRT  TTTSTT 
RFt  tl  t  RidTTRT  t  RTRTT  RTT  RTeR  RTTt  t  sftr  TTRTRR,  RFIRTTR  RRT 
fRfRR  grmt  Rr  tRfRR  "RftR  fr  grattt  %  grTT  Rcgrsj  ^rq  f  RrgR  FtR 


In  Purulia  Chhau,  masks  play  a  very  important  role.  And  it  is 
interesting  to  note  that  while  the  dancers  and  the  musicians  all 
belong  to  either  scheduled  castes  or  tribes,  the  mask  makers  are 
all  caste  Hindus.  They  bear  the  professional  surname  of  Sutradhar 
or  family  surnames,  such  as,  Dutta  or  Sil  or  Paal  which  are  borne 
by  the  Kayasthas  of  West  Bengal.  About  four  kilometers  away 
from  Bagmundi  there  is  a  village  named  Chorida.  It  is  also  called 
Chorda.  The  masks  are  made  in  this  village.  A  few  decades  ago  a 
family  of  mask-makers  moved  to  another  village  named  Domordi. 
Since  then  this  is  the  second  village  where  the  masks  are  made, 
but  Chorda  retains  its  supremacy  in  mask-making. 

The  mask-makers  are,  basically,  clay-modellers  who  also  make 
images  of  various  gods  and  goddesses  of  the  Hindu  pantheon.  They 
are  also  carpenters.  Generally  they  make  masks  from  February  to 
May.  During  the  rains  they  do  carpentry  work.  From  September 
they  are  busy  in  image  making,  because  during  Dussera  there  is 
a  great  demand  for  them. 

For  making  masks  one  needs  clay,  torn  pieces  of  paper,  rags,  glue 
made  of  flour,  and  dye  of  different  shades.  The  different  stages  of 
making  a  mask  are  given  below  : 

1 .  A  model  of  the  desired  mask  is  first  made  in  clay.  This  stage  is 
called  maati-gadaa,  meaning  'shaping  with  clay'. 

2.  Glue  applied  to  pieces  of  torn  paper  are  pasted  on  the  model. 
It  is  called  kaagaj-chitaano,  i.e.  pasting  of  paper. 

3.  A  layer  of  paste-like  clay  is  painted  over  the  pasted  papers. 
This  is  called  kaabij-lepaa  (application  of  clay) 

4.  Pasting  pieces  of  cloth  with  a  kind  of  sticky  clay  known  as 
chitaa-maati,  is  called  kaapad-setaano  (pasting  of  cloth). 

5.  With  a  wooden  chisel,  known  as  thaapi,  polishing  the  whole 
image  so  that  nose,  eyes,  ears,  etc.  come  out  appropriately. 
This  stage  of  the  mask-making  is  called  thaapi-paalish 
(polishing  with  a  thaapi). 

6.  Again  a  thin  layer  of  clay  is  applied  to  the  whole  mask.  At  this 
stage  the  mask  is  separated  from  the  model.  Like  the  third 
stage,  it  is  also  called  kaabij-lepaa. 

7.  The  last  stage  is  called  saajaano,  meaning  'to  decorate'. 
Application  of  dye  of  required  colours  and  fixing  the  appropriate 
headgear  are  done  at  this  stage.  Some  masks,  according  to 
the  characters  they  represent,  require  highly  ornamented 
headgears. 

The  mask-makers  of  Purulia  are  not  only  well  versed  in  their 
art  but  also  in  Indian  mythology.  Although  most  of  them  are  not 
literate,  they  strictly  follow  the  tradition  and  various  characters  of 
the  Ramayana,  the  Mahabharata,  and  various  Puranas  which  are 
admirably  represented  by  the  masks. 


153  -jctil  RT)  RTRTFTR  TRR  "4  STlIcR  RFt  tf  RTTJR  fRTRT  ^TTcTT  1?,  F53 
RrfRTf  %  fRf*FR  TTfJ^t  %  RIJTR  RTTRTt  %  R*R  %  3WTO  Tpftt  TRftFf 

%  Irtr.  Rte!  rtt^  ti  r)tft  %  tjrj  ■gstei-f^rfcn  rts^t  ^mr  rttr  % 
3t^  3  3TR}  RTR  3  RTRRR  65  fRT.Rt.  tjt  fRTRT  yte4MR  ^#PTT  RFf  f| 
^  RFT  R>*-KI  fRTTTR.  RT  c!r>t  RiMRl  ^Rl’l  RRT  RTt-RTR  <sl)dcl  i?l  ^  <R|‘I 
RFT  RT  rItFT  3  RIHI-Rd:  RTJTT  RTf  RFl  RMt  RffRcF  Tl  3}fRRT  RTfRR  R 
"5^  f| 

RTTRTtfRT  ?fH  RfR  R%R  Tjgtel  RT=%rj  ^  %  3WT4  (TJT3  TRTRT  RRT 
%T^)  RTF  RRffRRT  RRR^PJuf  RFTJ^  f'l  TJT3  RRRT  RTf  RTT^  37TRRRRTR1  RRf 
elcil  RRITr  RT§  '5^2  Tf  RRR  FtRF  tl  RT,  U^f^Id  3TR)  Rft  dlRd  RRRF 
RldVRRi  tl  3RTFTR  %  fRR,  RRRTR  f?TR  R*)  RRR  RRTR  ^14  3R% 
RR  RT  rIO  R>f  TsfTTR  RRTR  fRTsF^  dldl  ijfRI  RTRF1  PdHdl  RtRT  T?l  3TR:  3R% 
RF  sflT  ^dHl  %  rNI  Rft  RFTt  Rff  ■H'^ll  Rft  RTcft  i|  cIiTri  f?TR  TRR  RTTRT 
fRTR  RffR  %  R1^  Rft  ‘  Rl<0  RRTR  RR><t’  RRRT  Tl  RTTRfRRTRT  RRFR  Rft  RTF 
R%l  RfRRTRT  RFRTjtf  RRR  RfTR,  RfRRR  RRFRF  %  RTRTFRR  RTRR  RR  - 
R7R7  Tf  3RR  RR  Tf  RRlfdd  RTRTf  RRR  RKUI  Rfcl  ill  RF  Pdl^Rd  Ft  FJR> 
sldl  i|,  fRR  RR  Rft  RRT  ^TfRR  Mtfddt  RTlfR  Tt  RTR11?  sldl  'll  RRRTR 
RTF  RTRFT  RT3RR  RTF  RtcIT  tl  RR^Rt  RIRF  R%RIFR  RFR  ^  fR  RFRI^ 
Rft  RTRcft  't'l  ^<^)<i  Rft  Rl%  Rvl^dl  RRT  RTRt  Rtcft  'fl  Ril^dl  ^  RTRFF^  RRT 
RTF  iRRRTl  RRT  RRTR  %  ^R2  ^  RRTF  eldl  't  RF  fRTR  RfR  RRT  f?RRt  RR 

RFRRF  Rft  RTRt  Rt  ctt  RfRTT  Ft  RRR1  Rldl  'tl 

RTRRTt  %  RRRH  Rtt  RFRT  RTF^  RTcRl  RRR  fdftl'R  3qftR  fRRTRRR  FtRF  tl  RF 
RJcft  RTRt  t  fRf^FR  RRt  R  RRF  RTFRRR  RlRRlt  RTF  RtFF  FtRF  tl  PdtRKd 
RTRTT  Rft  fRTRTt  Rt  3RFR  rIctTI  t  fRF  RRTR  %  RTRRFt  RR  -dl-SI  RFRF  RFt 
RFR1I  FTRFffRT,  RTRRTR  %  RR  %  fRRR  R  Rftt  RTF1  fRRR  RFf  t,  fRR  Rt 
■HIHI-Rd:  RRT  R^RTt  RfRR  RFRt  RRTcRT  RlfRRt  RTfFRF  RTTRTT  RTRRTFRT  RFRRF  t, 
RRRF  'RfRR  tRRRtR  RR  tf  RTfRRt  RTfFR  RFp  fP  RT  R?P  cRTcR  RR  RR  RTRRTR1 
RFRRF  tl  F^RTT  RFP  RRt  Rft  R?TR  fRRT  <dldl  tl  RTF^,  Rift- *j, Pi  RTfR 
RTRRTRT  RFf  RFdt,  RRR_  RRt  RR  t  RRt  ^  ttcft  RFdt  tl 
■^RrfRTRI  R53  t  d^d  STfRRT  RRt  RfRR  RFt  Fttl  R53  Rft  FR  ttcft  R  RRJR 
■^R5  tfRRt  t  t  RRT  RTTePt  tl  t  3TRRTR  FR  RTR  R  t  fRT  Zr%  t?T^JRl 
RRTR  Rft  RTRt  tl  t  RTTRTF  RTRRTRT  RFRRt  t  RRfRT  'JRf  ttt  diet  RTTFt 
RFRRt  tl  RTFRTT  tt  R^ftlRt  RRt  RRTR  Rft  3TRTRRTfRRT  RRiJRTR  RFRRt  tl 
RTRRTRI  RFRt  Rft  RtfR  Rft  RTTRR  ^Rpety,  RFR  fRTRT  RRT  RTfRT  ^Peldl  W5 
t  eft  wt  RTeft  dn  tl  dtsiell  3ptr  R^fl  RTt  RTJR  fRTR  Rit  t  ■yfdRT  Ft  I  Pdd 
RftRt  Rft  R^R  Ril'd PtrRdl  t  -jeR  RTlt  Rft  3TTRTRRTRT  RFt  FtRt,  tt-RT^J, 
3TTtRI  RTRT  if  Rft  RFRt  %  feTR  fRTTft  Rt  RRTTT  RTI  RTR  RRTR  fRTRT 
TRT  TTRTRT  t,  RT  3TfRR^  RF  HpFRI^T  RRTR  fRR  Rfftf  Rt  RtR  t  Rff^t 
■^TR  RTTRI  FtcTT  t  RtT  3TJT^'  RRT  RT^  eTRTRt  ttcft  t,  RTRRTR  RTT  ttFT 
RFRt  t  'gftRT  RcftR  FtRt  I 


Since  the  Chhau  dances  are  performed  traditionally  in  April,  leaders 
of  different  groups  of  Chhau  dancers  go  to  Chorda  from  around 
the  middle  of  February  to  purchase  masks.  A  few  mask-makers 
of  Chorda,  to  do  good  business,  go  to  the  district  headquarters, 
Purulia,  which  is  about  65  kilometers  away  from  their  village.  They 
take  a  room  on  rent  and  open  their  shops  and  show-rooms.  They 
sell  the  masks  at  a  higher  price  than  what  is  normally  charged  at 
Chorda. 

Mask,  integrated  with  the  gorgeous  headgear,  is  the  most  important 
aspect  of  the  aahaarya  (make-up  and  costume)  of  Purulia  Chhau. 
There  is  no  need  for  facial  make-up  since  it  is  covered  by  the 
mask.  But  the  exposed  limbs  do  need  appropriate  make-up.  For 
instance,  Lord  Siva  appears  with  a  bare  body  and  a  short  cloth 
looking  like  a  tiger's  skin:  His  torso  and  legs  below  the  knee, 
therefore,  are  given  make-up  to  suggest  that  his  complexion  is 
’white  like  silver'.  Most  of  the  important  male  characters,  however, 
wear  an  upper  garment  which  is  highly  influenced  by  jaatraa,  the 
traditional  theatre  form  of  West  Bengal.  It  is  invariably  a  kind  of 
jacket  that  is  embroidered  with  zari,  artificial  pearl-like  beads,  etc. 
The  cloth  of  the  jacket  is  usually  velvet.  The  embroidery  is  made 
by  hand  by  a  class  of  women  who  are  engaged  as  wage  labourers. 
The  sleeves  of  the  jackets  extend  upto  the  elbow.  The  elbow  to 
the  wrist  is  covered  with  a  kind  of  broad  ribbon,  when  it  remains 
uncovered  it  is  covered  by  make-up. 

The  trouser-like  lower  garment  is  typical  and  interesting.  It  is  an 
ordinary  pair  of  trousers  made  of  different  colours  of  cotton  cloth. 
In  no  other  form  of  performing  art  such  a  pair  of  trousers  are  worn. 
Although  there  are  no  rigid  rules  about  the  colour  of  the  trousers, 
generally  a  demonic  character  wears  black  trousers  with  deep  red 
stripes,  a  god  wears  one  of  deep  red  or  deep  green  with  stripes  in  a 
contrasting  colour.  Deep  colours  are  always  preferred.  Characters 
like  ascetics,  sages,  etc.  do  not  wear  trousers  but  a  lion  cloth  dyed 
in  saffron  colour. 

There  are  not  many  women  characters  in  Purulia  Chhau.  Of  the 
few  goddesses  represented  in  this  style  of  Chhau,  one  is  Kali.  She 
is  an  exception  in  the  sense  that  she  is  given  a  male  costume.  She 
wears  black  trousers.  Whereas  goddess  Durga  wears  a  red  saari. 
The  demonesses  like  Tadaka  wear  all  kinds  of  unconventional 
costumes.  The  custom  of  wearing  trousers  was  probably  adopted 
to  provide  facility  in  taking  high  leaps  and  jumps  which  abound  in 
Purulia  Chhau.  Those  characters  who  are  not  required  to  dance 
very  vigorously,  such  as  an  ascetic,  may  be  given  any  kind  of 
garment  under  the  waist,  but  Mahisaasura  or  Abhimanyu,  who  are 
required  to  dance  vigorously  and  to  take  a  number  of  leaps  and 
jumps,  will  find  it  convenient  to  wear  a  pair  of  trousers. 


Tlfol  3  faYRTT  3  f^R^’  Refer  fet  3  fete  cRT  fet 

Rife  I  ^  RTT  6ldl  't,  defe  IfTO  FR  fe  ^T  RRT  sfe  3RR  yddl  %  RTT 
Tt  RRH  3TR],  fek  «<4*i5-M  fete  fefe  fe  3f|3  RTlte,  feffet 
fet  HlPsd  RR  fet  dldl  dteddl  sfe  yPdMPdd  fild  e 1  il d ,  M^Pcddl  WS  fet 
$dd1  dodl^  Tt  RSI  RR  y§dl  felT 1?,  RfT  fe  Rtf  IT^I  ferg  dldfelddl  fe  RT*T 
y^ffed  eldi il  tet  g<?M  un  y*gd  ykiPui<*>  RTn^nsf  fet  g^T  rjefa  yd>K  fet 
gwRddi  kr  ttri  ii  fa  rtr  g?#Ri  *jr  gR  fefet  TTfete  Phrkh 
T7RT  RTTOfef  fe  RRRyi  cfTT  RRRRI  ffeira  i  fefe  Rf  RR  fe  ffeg  ^Tf^TcT 
<6d ,  rt  irsfe  sir  ftefegn  ^ng  Tsfe  fet  dTddi  ttjctt  ii 


The  powerful  leaps  and  jumps,  especially  those  in  which  the  dancer 
jumps  to  a  height  of  about  3  feet,  takes  a  turn  in  the  air  and  comes 
down  on  his  knees,  the  fantastic  masks  integrated  with  towering 
headgears,  the  enthralling  virility  of  dance  movements,  and  the 
reverberating  drum  music,  lift  the  Purulia  Chhau  to  a  height  from 
which  it  vibrates  with  a  superb  theatricality  that  imparts  to  the 
danced  mythical  episodes  a  rare  kind  of  palpability.  Thus  Purulia 
Chhau  is  a  shining  star  in  the  firmament  of  Indian  performing  art 
traditions  and  deserves  to  be  preserved  and  continued  for  ever. 


WTt  TTkT  kT&'U  I M  chi  ^  f^TTT  4  ^  d  I  rM  ch  4 1  frt  <4 1 

CREATIVE  ACTIVITIES  FOR  STUDENTS  AND  TEACHERS 


T4  24  fkqf  qk  q4S4T,  HWqqdq  qt  fkq  q^JFI  fkk  WH  qq  y^fvid 
dR  44qk  fl  qfq  34Tqqqq7  k  k  T4  fkfi  cFft  34jq  RF)  qq  Tdk 

?Mqr  rTSTT  fkq  %  qf#  qq;  q?sq  pc|cKU|  qk  qfk  qsqqfq  qiqi  k  qf 

44qk  fl  34W4Tqq4,  fenf«M  qk  ^-c|HlrM<+  q  fa  fa  fkqf  3  ifllfad  qqk 
^  WTTFra  ^?q  %  "3%  qkk  34k  qqqiq  qk  %  fkq  qq?  k  qqqq 
k  ^>?5  fkqf  qq  qqfq  q?q  q4qrk  ki 

^  fkq  ykiki  qqk  qk  fkfk  qk  q?Tfk  ti  fararfkkf  qk  qr  qnsiiqi  ^tt 
qqrn  t  fq?  kqq  knk  sfk  qrqk  -  34ifq  %  qqfq  k  TTronqr  ■gkkk  ?kk 

SHIM,  die)  fjl 

qqqk  kfq?  qr*4T34f  34k  qrqfkf  %  qqkfqqqr  %  fkq  yloHifad  fkqr  qn 
d'fcdi  if  famd  qqk  h e i i °dl  %  yRi  ^Ik  kqr  kfi  yckq>  iqq  srqk  yq-q 
qk  fknq  ddim  if  sfk  4>s?m1  %  q?kq?  dRy  qi  ygfa  qqTqq  fqqn 
qq>di  ti  34%qTqq4,  wkt'  ijrt  fkkt  qqf  qr^rfakf  %  srfkqq  k  wrqqT 
qqn  qrk  %  fkq  4RTktq  qiidtnidi  qqr  ^  qrdiqqk  k  qqq^  qqrfqq 
qq  qrqrk  i?i 

^fkdi  ^3  qq  q4ikfkkq?  kqkq  qk  qqtqfa  k  fkqrkf  sqq  kqf  %  fpq  34k 
-ii<q  qq  qjqqiq  34k  fkq  kf  qqkkq  qrq  qqqrk  i?i  fkRfkfeq  fkqqf  q4 
wi  sfk  fkq-q  y  Pci  k)  P 1  ci  1  k  kt  34Ffrfkq  qk  qn  qqqkt  if  : 

-  kkrfkqr  kk  qqrqrqrkf  k  ktr  fqq  qfqq  -  ^fkfra  34k  qqpkq  kfq? 
q^Tfqqf 

-  qqrffq  ^q/qrqq  qqqqqk  %  qnq  kq  wti 

-  kk  kq  k  qqqqqq  ^eq  34k  qrsq  qqqfqqqk  qq  qtqqqiqqi 

-  34qk  kq  qk  q>cti  qk  'jrkffqq/gqR  qqk  k  fkq  "gk  qqqr  qiPeyj 

34«qqqr  qrcnqqk'  k  qqqkf  qk  qjqqak  k  kq  qr  fkurPkk'  qk  dn+ul 
yqn  qq  qqk  'f  kk:-qRq,  -^cy  ,kk<i ,  qr^jeick,  qqqkqqr,  qqqkR  qqkqrq 
qqT  qicnqik  k  qiq  k  qrq  q>di  k  4qqq  k  34qqq  qrq  qqk  "fi 

qqqyjqq  ^j?q  qrqq  k  fkfkq  qk  qRqqk  k  qiqfkq  k  qqk  ^ 
qqq  34qqr  kq  qkkq  qkqi  fkfkq  qq  44qrk  'ti 

fkkq  qqqqqq  ^q  qiqqr  k  qqqkf  qq  qqqk  qftfqq?  fqkqqik  k  qnq 

qqrqqi  qk  q-im  34qqr  -jch  qjqq  k  y^qq  ■wyf'y  k  qqqfkq  ^ciqirqqi 

34«rqq  qq  34imRq  qqjqqi  qk  qyi  qfqk  i?  fkqk  34^4^3  qq-qfHqr 
qqkr  kq  qq  fknq,  kq  fera,  kkk  k  qqqq,  fkrq-qqg,  kkk  qra 
^eRTfk  k  Rqk  ti 

qR»4  k  qRqqqq  fkqifkr  qrdT34t'  k  kkk  k  qM  qqr  qk  q^fk  qq 
34Tqrfqq  squrqq  qki 


The  24  pictures  provided  in  the  Cultural  Package  should  be 
displayed  in  the  classroom,  library  or  at  any  prominent  place  in 
the  school.  They  may  be  stuck  on  card-board  with  the  title  and 
description  written  in  the  regional  language,  if  necessary.  The 
teachers  may  use  a  few  pictures  at  a  time  with  the  students  to 
ensure  understanding  and  appreciation  of  the  traditional  dance 
form  and  involve  them  in  creative  activities. 

Some  of  the  pictures  show  the  method  of  mask  making.  Students 
may  be  taught  how  to  make  simple  masks  using  papier  mache, 
cloth,  etc. 

They  may  be  encouraged  to  collect  local  folk  tales  and  episodes 
that  interest  them  from  the  epics.  Each  student  may  write  a  story 
of  his  choice  and  make  masks  depicting  each  character  of  the 
story.  The  teachers  may  contact  local  theatre  or  dance  artists 
to  interact  with  the  students  in  order  to  help  them  dramatise  the 
stories  written  by  them. 

Students  may  collect  information  and  pictures  on  dance  and 
drama  forms  of  other  regions  to  supplement  this  Cultural  Package 
on  Purulia  Chhau.  Declamation  and  essay  competitions  may  be 
organised  on  the  following  topics: 

-  My  favourite  character(s)  from  myths  and  legends;  history  and 
local  folk  tales. 

-  My  visit  with  the  local  dance/dramas  artists. 

-  The  life  of  the  performers  of  traditional  theatre  and  dance  in 
my  region. 

-  What  I  would  like  to  do  to  revive/revitalise  the  art  forms  of  my 
region. 

In  the  map  of  India,  mark  the  places  where  traditonal  dance  drama 
forms  like  Purulia  Chhau  exist. 

Make  a  flow  chart  of  different  traditional  dance  drama  forms 
with  their  characteristic  features  or  make  a  flow  chart  of  the 
comparative  study  under  sub-title  description  of  performing  area, 
stage  properties,  type  of  characters,  content,  musical  instruments, 
etc.  used  in  the  dance  drama  forms. 

Do  a  project  on  traditional  teaching  methods  of  various  art  forms. 
How  do  these  differ  from  modern  methods  of  imparting  education 
in  a  formal  system? 


fsrf^T  RRRRtf  %  Rtf  RRRTTRR  Mwf  RT  R<5T  yRqU-ii  RRl 
■q^  ;r1mriRr>  fw  rrtr  rr3  Rtf  srhqfRRr  f?r^T  fRfaRf  3  R 
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fest  3  d+^1  RRT  WR  %  RffcRSTR,  RTR.  RrT  R?ft,  IRt  3^  RsRRt'  Rt 
Irrt  r  TjtiPf  %  fa+m  rt  rrt  fRTjR  R^fa  fRRii 
RRt  wwra  R^iRd  RRrsrf  %  ^rr  rrt  trrz  %  rt«R  R 

t'l  R  q=hpRR  RT^f  %  RTR  T5RRRI,  3}«1  3TlfR  %  3RRR  RT  RRT  ^d-llrH^ 
RuqzR  RRTRT  Rl  RRFRT  tl 

q^<jq<HTcl  RqRlRa  RTRtT3ff  %  RTR  RRT  RRfRR  fRRRRTtR  RRRTRcft  RRTRI 
3?rR  R^el/^ell^/RRT  R  RtR  Rid  ^fdlRI  *T3  -^oR  RRRfa  %  RRRR> 
RRRRt/IRR?TTt  RR  RRR  clRK  rR| 

^fa-MI  "3R  RR  R^TRR  ^5  ^R  %  RTR  RRfRtRRRT  R^  c1Rh1r>  , 
4is?TRt  RTf  fRRR-RRg  3^R  RR%  fRRR,  %r>fRT  $rRlR  %  RTR  f^FTRI  RRf 
<j<rHI  ^cj  WRt  Tt  TJR5T  RfT  RTRTRT  i?l 

3TR^  SpR  %  RcfR^/RiqHlRRTf  Rf  RT^IcRiK  Rt  fRRJ  R1  RR>ci  tl 


Prepare  ’A  Book  of  Masks'  in  which,  give  an  illustrated  account  of 
the  masks  used  in  various  art  forms  along  with  the  technique  of 
making  these  masks. 

Write  a  detailed  account  describing  the  development  of  masks 
from  clay  to  wood  followed  by  paper,  cloth,  papier  mache,  fibre 
and  balloons. 

All  the  traditional  performing  art  forms  have  a  rich  repertoire  of 
words,  collect  these  words,  learn  their  pronunciation,  meaning, 
etc.  so  that  a  comparative  study  can  be  made. 

Make  a  glossary  of  terms  associated  with  the  traditional  performing 
arts. 

Design  a  publicity  poster  for  Purulia  Chhau  performance  in  your 
school/locality/town . 

Students  may  be  asked  to  compare  Purulia  Chhau  with  Mayurbhanj 
Chhau-difference  in  the  style,  technique  of  presentation,  story 
content  and  its  depiction,  costumes,  etc. 

The  teachers  can  provide  information  on  the  artists  of  performing 
arts  of  the  region  such  as  drama,  dance,  music,  puppetry,  story 
tellers  and  hold  quiz  programmes  where  the  students  can  identify 
the  name  of  artists  with  the  art  forms. 
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FRfftFT  153 


1.  gTdfftFI  153  :  ijyVl  RFTFT 

153  Ft  ^PdR  ftftt  ft  gftfft  FFT  F|d  Ft  Fdcd'j'4  Rjft^  fFFRt  tl 
RfFFTdT  gd)dl  PihIcII  4)(lsi  HlFdi  did  "4  Tit  t,  fRft  FtTIT  %  dlH 
ft  ftt  4diKl  RTdT  tl  g<dV  ddll  %  fdg  PHddl ,  ^I'N  %  Fit  l[g 
iFitt ,  4,1  H  diH^  Ft  ftflFT,  3n4  Ft  "4ft  3?k  fftFH  FT  ■HI Hill  Ft 

Rldi'ddicll  4ldl  tl  H/dldl  ddH  Ft  -Hid  Hdicd  RFTFTg  ITdt  t'l  4Tgd 

fFF  ft  H.-dricU  fft4  Ft  ftfIfft  fttr  ftfdF  RFTFTg  y<Pftd  tl 

(ft)  if  to  ft  gR  gftfcT  fmfcn  %  FTFt  fftftt  ftt  £rt  fft  fsn 
4<3I  RT  Hdidl  tl  3h4  P-lddl  ft  ftt  ft  g<dl4  FTT  ylcl^M  ddldl 
FRF  Ft  fdvMI  tl  Hl^d  ft,  cft^T  g<sSU  4<ft4ci  t.  fftl  ftfdF 
TRT  fftdl  ^IMI  tl 

(T§)  RTFR  FTT  ftdFH  3TF  RTFTR  TJIR  FR  TIT  tl  RF  ftd*F  gTT 
Ft  dlcil  t ,  dF  ftt!  Rft  gg  diHid  %  FT3  gg  <idis)  Ft  RRTd 
FI  IFft  g<aU  FTT  FTFR  cfdK  FtcTT  tl  did  faddl  Ft  "RdT  Hdcdl 
H <d  RdT?  did!  F,  PdH  FT  FTF"!  Ft  Pdfftdl  Pd4dil|  ^llcfl  tl 
ftR  ft,  PMddl  Ft  FTcT  cd1  lit  RTdt  tl  RF  FI  gFT  RTdt  t  dF 
4Pd^4  ft  TgM  Ft  3HH  fftFT  RTdT  tl  IFft  FRFTd  ftfdF 
FFTFT  RTdt  tl 

(F)  IF  fFF  ft  ftfdF  FFTFT  FTT  FRft  Flfftd  tl  giftt  FT  fftftH 
ftldl  ft  FTf  Ft  FFTFT  <d  Id  I  tl 

(F)  FF  H/4lt  Ft  F'PdH  FH  fftlT  FT  TFT  1 1 

2.  gFTfcdFT  153  :  ftTsTlft  ^  vM  RTF  RUdl 

153  Ft  Fftt  FtfFTFt' t  t,  g^fFFT  T53  TTFtpFFT  FTdFtF  3ftT  FI^Fdig'4 
tl  T5F  Ft  FTT  Fttt  t  FcFFT  FctFT  FTTT  FFFT  FTF  died i  gdildi,  FFT  FF 
FFT  FTFFtFFT  FF  FFTF  FT  ftg  iFPtFTT  tl  FtFr  3ftT  TTFPcfFR  3jggpFd 
Fff?T  3tr  3rg^Pdd  FFFTfcT  %  Ftt  t,  FFfFT  g^tldl  Pdntdl  FFt  d-cr | 
FTfcT  F>  fF^N  Ft4  t  3tr  3TpFFiFT  f)(1si  ftfft  ftf  t  tfF  1 1  g^tldl 

ddl4  Fft  ttfFF  37FTFTF  tl  tfcTF  3TFTFT  F^  ‘  H-dldl  ’  FTFt  t,  3T?4f 
‘  HFIdl  ’  (3TFT^kT  FTTFT)  I  fTT  SfFTFT  %  tFR  Ft  FTF  FtF  tl  FFt, 
3TTF¥FFKTTgFR  ^TFtt  %  ftP*FT  FTFT  Ft  ftP^FT  TFcft  %  TF  FTFTF  FTF 
tl  fFR  dfdd  Fftt  "tF  Ft  gdltd  t  FI 4 1  Fldl  tl  FTtt  ZTF  3TFTTT  Frt 
3TTT  3FFP4FT  Ftt  tl  FttTFt'  3^T  FFFtet  FpFFt  t  tJFF  TTTFTft  t 
F|F  TTFTFT  FRTT  tl 

ft.  ft^t  Iff  t  g<atdi  Fdnldi  Ft  atPFF^g  tr  g^V  t  3tf^pkT  Fftt 

ZtF  FTFt  fF  ftFTFT  FFT  tl 

TF.  FF  FTT  fFT  FTF,  TT^RTt  TTFT,  TTFF  FTf  gofldl  tl  gP+>  gWldi 
FFFT  Ft  FTT  fFT  Ftt  FT  FTTTF  FTt  FtcTT  t.  ^TcT:  3TpFF^g  % 
HHld  FfW  FTF  FFT  FFt  FtcTT  I 

Ftt  g^ldl  t  TFFFF  3TtT  3FTFt  %  TFTF  FT  %F  ttt  t  cflfFT  gjitdl 
FTTF  (FFtt  FTF)  FTTF  FTct  FcfFT  ^F  fes{l  F  t  t^F  H<+)  I 

3.  FTFfFFT  ^3  :  FcF  TTFFt  FFFtFt  FTT  WF 

FgTFF  3TtT  PF^Fdl  ttcTFt  Ft  FltT  F^tcTFT  T53  Fttt  Ft  ^cF 
dcbdldt  Ft  fFTgF  FTFTTFT  FFt  t,  fFTT  Ft  g^Pcddl  T53  t  Pdd  FFRtFTT 
%  TTgF  FTT  TTFTF^T  t,  F  3TT  TM  Ft  FFt  ^Pddt  F  TTFfpFFT  FRFtF 
ddH  %  f^rg  ffIft  ti  g<nd :  gF  FfFFt  tr  din  Ft  t  ftnt  g^trrFT 
T53  tr  FcfFT  Ft  fFTFTpFcT  FTTFT  tteTT  t  FFT  FTtt  FVkddl  ^TftTFT  FTTFt 

^tet  tl  t  t: 
gcd^cT  Fit  3rtr  dPddl 
T5TTFT  atr 

Pdfted  dfddl ,  tt-FTtt  FtF,  FTt  3ffT  FF  Ft  f^cdldl 

Ft Ft'  FTFtt  FFftfF  FTTFt  t  fFT  fFTTT  FFFT  t  FtFT  ^F  'gF’gF  FfFFI  Ft 
FT^F  FTTt  tl  FFFT  FcfFt  Ft  ^cF  dlddl  Ft  ged^F  ^FTT^Ft  FF  3T^FTTT 
FTTt  ^g  t^sTet  fg  tnt  did  tt  F?fFT  ttF  tl 

4.  T53  :  %^JFT3Tf  TTf^cT  TJ^h^RTT 

g^Rddl  "tet  TTfFF,  T5F  Ft  TTFt  FtfFTFT  FTFTTFF  FF  Tt  tF-FTF  FFTFT 


c4)6K  %  %rt  FT  FF  t  FT^F  Ft  FTet  tl  FF-  cdl^K  12  F^FT  % 
TTFFF  tF  FTF  %  tfFF  IFF  FFTFT  FTFT  tl  FF  cttFTT  ^  gF'PdFl  ftt 
t  FFTFT  FTcTT  t,  FT  W3  g?F  F^F  FfFT  Ft  TTTF  godd:  dldgsl .  Slid  si . 
FFTFTFF  3TtT  FTTFT  FTFFT  FR  FTFT  t  FFTFT  FTFT  tl  FF  FTgttFTFF 
gFT  arg^FTF  Ft  FTFT  tl 

FTT^FTF  FTgfd  FT  f^F,  FFFT  FFRJFTg  FFT  gTsfld  M6dd  tl  FT,  H6d 
TTFF  t  getf  FTT  FtFT  F  gFt^FTF  FTFT  Ft  3FFFFFT  FT  I  gFf^FTF  FTTFft 
FTF  %  FTFFTF  FRF  ttt  tl  ‘gdF:  Hcfd>  F tf  Ft  t^T^FT  FRFT  fFTg 
fFFT  gFf^FTF  FRF  F,  FT  FTT^FTF  FTgfcT  FTT  f^F  PTFTF  3TTFT 

FT,  FcfFT  F^TgFTg  FTT^T  FR  gFf^FTF  FRF  F,  FTfFT  F^TgFTg  FRFT  FRF 
%  FKt  tt  FFT  I  FtFt  tt  feT  %TgFT3t  FfFF  gFt^FTF  FFftF  FRF  tl 
FF  Flddl  FtFFR  t  fFT  FcfFT  Pddd  %TF  F  FTF  Ft  FlfF  tt  FFT  FFTR 
FTT  FTFFTFT  FTFF  FRF  F  F^  ftfw  FT  FFllFT  fFRift  Ft  3RF  Pd'FKH 
died  I  Ft  FTFTT,  F?T  FFT  fFT  g^feddt  W5  FTt  FFF  FF  F  FFlPdd  FRF 
FTdf  d/d7  dldd  ttt  F  Ft  3?PFddl  FTTT  $TF  FFTR  %  FTFFTt  Ft  tlsl 
FFdt  Ftt  FTFfl  tt  FFTFT  t.  Ft  FTFFTFT  %  FTRTrT,  F^TFF  dfddl  gFR-F 
tfcft  tt  I  FFt  FFFT  FF  FTFFTF  Ftt  M6dcll  FTFFT  FtT  FffFT  Ft  gfFFTT 
fFFTt  FTFt  FFFT  tt  ft  FRFT  FRF  tl 

5.  H*c\ftdFl  WS  :  <d»i4s*jH  FT^cffFRTTr  Ft  3TtT  FT^HF 

4>Pddl  T53  FF  FFfpFFT  FfcFgt  FTflt  t-'gtfZTI  ( FTTcftF  FKt 
FTTTF  F  ■gTF-H'JMlI  FFT  t^TgFT  (FTF  F^FT)  <Hl  Ft  dl6l4  FTFT  FTFT 
tl)  g<dV  F  ^TFfTFF  FF  F  Fftt  3R  tls*f  t  FTTFt  FFF  FRT  FTFT 
tl  FTTtFTF  FTgfF  TFTF  FT  F^FT  FT^T  Ft  FlW  FTFt-FTFR  tf  3FcTO 
tfcft  tl  3FT:  grtftt  %  FTF  ttF  Ft  oddP^FF  "FF  F  tlS  FR  3t 
FTffeq  FFjfcT  TFH  FT  F  FTFT  FTFT  tl  FTFRFd: ,  FFFT  Ft  FFjfF  TFTF 
FT  FT  FTF  tg  FTft  FTF  FltF  g<dldi  1FFT  FTFT  tl  FFTfFF  FT  Pedg,  Ft 
FetFT  TTF  Ft  gfFFTT  Ft  FTFF  FTTFT  Ft  FTT^FTF  FTgfF  %  ftF 
4dd  FT  diltsbH  FTgfF  %  f^F  F^F  FfFT  Ftt  ttF  FFTF  fFTFT  FTFT  tl 
dctdi  fTT  3fFF  FT  FT  TTFeTT  tl  FTTFFTF  FTgfF  Ft  ffF  Ff  g<dl4.  TT  "^t 
Fftt  FTF  Ft  FFTR  3TFFt  F^F  Tf  FTF  FR  g<dtd  Ft  FFTFT  FRFT  TTFcfT 
tl  3TFTR  FcfFT  FTT^FTF  FTgfF  FT  TFTF  FT  TTTffFTFT  FT  FTF  tl  ^TN 
fTT  fFF  t  FTT  defd)  Ft  fTF  Hd>d  t  FT  TTF  Ft  gfFFTT  FT^F  FRFT  I 
FetFT,  F^tfF  Ft  d)l4d>H  FTgfcT  TFTF  FT  't  FT  TfT  tl  fFFT  3TPt  FFft 
FTcFI  TTTffFTFT  FFR  F^FF  Ft  gfFFTT  FT^F  FRF  FTFTT  FcfFT  tl  FTF 
did .  fFFFFR  F^Ft  Ft  Ff  TTF  FFRFFT  FTFFT  t  FR  t  g-tdldl  TfftF 
FTTtFTF  FTgtF  TFTF  FT  FT  Tt  dcf^l  Ft  fFTt  tr  Pdg  FT  TT  FTFT 
Pi d>d  FR  TFt  Ff  Fit  tl 

6.  H^PcH-MI  ^3  :  TfFfrTFFT 

ftt4ftf  FrgfF  Ft  fgF,  geF  FrgF  fFrg  fft  Tt  ff^,  TnftFFTR  fffT 
FTTtFTF  3TTgfF  TFTF  FT  3TTFTR  FTFTT  FT  FFFt  =g^|cddl  FTT  FFFfF  FRF 
tl  T53  tf  FlFT  TlttF  3FFF  FFTFFTTdf  FtFT  tl  gFfdFT  T53  F  eftF  FFTR 
%  TlttF  FMt  FTT  FFtF  fFTFT  FTFT  t-ttFTFTR  FtFT  Ft  FtFT  FTFT  FTFT 
t,  fTt  FTFR  FT  3TFFFT  t  4^1  FT  FFTFT  tl  FF  FFt  disfl  t  HdlfFFT 

3^tgt  3tr  yg^d  Fi  4lcd  Ft  gnni  (FF  ftft  Ft  ftft  ftft  t)  F  3If 

ddedd  Pnddl  tl  FF  gFT  Pddld  d>dU  FT  FTFTR  FTT  sled  FfFT  t  ftt 
FTFtT  F  FtFT  FTFFT  %  ctFT  tft  FTFT  FT  FFTFT  tl  FFF  ^iPdd^llcd) 
FfF^-dPdd  ^FpT  3FFT  Ffet  tl  gtcdl  FTFT  FTTFlt  FTFFTTFT  tl  FF  3FT 
FRF  Ft  FTFFT^  FTU  FT  FFR  FtFT  tl  FTPTTi  FTFFt  Ft  FTFtT  F  Pdc^-d 
dlP6dl  FTFT  tt  gg  FTFT  FT  FFTFT  tl  FTFTft  FTFFT  FT  thj  FTTFT  FTFFT 
Ft  t^T  FT  FFTFT  tl  FF  F'ttFFTR  FTTtFTF  TTTgfF  tF  F  FFFT  FRF  t, 
FF  fTTFT  Ft  FFTFT  FTFT  t,  fcF  FTgfF  %  FFF  Fft  I  FFFT  dlSl  gf ,  Ft 
Ftet,  Ft  gFFT  aftT  "tt  FT  eftF  FTTFTftt  F  gdd  fTFT  tl 

7.  g^Npcd^l  153  :  F^njFT  oFFWT 

FfFFTTFT  g^T  dP<d ,  Ff?FF  FFTFT  Ft  FTFTTFF  eftFT  dldd  tteft  F7F7" 
"t  3FFF  FFTfFF  ftPFR  "FFTR  FT  FTftT  FT  3TFft  FTF  F  FRFT  fFTg  "FTF 
FTFT  FTF  "FfFt  tl  fFTFFTF  FF  TT,  Ff  gFT  "FFTR  Ft  gtFF  FTfFFt  FFT 
Fft  "ft  dicsi^  Ft  gf  'Stid  tttt  "tl  'Jltid  3TFTR  FTFFFT  %  diMf  "t  FFT^ 
"FTet  tl  "FF^T  Ft  FF  tf  FFF  FF  Tft  ffFFt  FT  gFT  Ft  gTTT  Ff  FTFT4 
fTF  "t  Ft  FTet  tl  44>d  Ft  Fit",  Ftftt  "t  tffT  FTFT  FFT  Ft  cddis? 
%g  ttet  tl  d4di  gFT  "FFTR  FF  H'dlddl  FTFT  FF  Ft  M6dd  tl 

fTT  fFF  tf  TTF0!  Ft  gfFFF  fFFTt  did  d4di  Ft  tFTgFT  t  TTf^FF 
Pd<aidl  FFT  tl  gPF  "dFF  %  FiFF  FFT  FT  FF  ffR  atr  FtF  gFTg  tf, 
•FF:  F^TgFT  FT  FTF  d4d)  Ft  tf3  FT,  Ft  FFFT  6erdt  eddisl  F  Ft 
FtF  gFT3F  FTT  Hg6  FTFT  FTFT  tl  fFtr  M^dig  d4di  g<4)dl  FRFT  FRFT 
t,  PdHdil  FFt  fFF  F.  2  F  t  "t^FT  "FT  FFTFT  tl 

8.  ■gTdfcFFT  153  :  TF  Ft  FMlRd 

gt  FT,  FTTeftF  Pl'HKd  FTFTT  FFRT'tt  FTT  "RFT  FfeFgt  FFef  tl  TF  FTT 
Ft  t-FRFfFFT  TR^fFI  A  gt  FTT  3}t  t^FFt’.  3R;  gt  TF  FTT 
Ft  t-FRFfFFT  TR^ft  %  Fft  fFTFT  FTF  FTFTT  FRTFFT  FTFeftFTTFI 
gTtFTFT  153  FTT  gt  TF,  TfFtFFTTF  ^RT  3TFt  TTFfFF  FTlff  FT  ^Iddl 


FFftF  FTTt  gg  3FTF  FTFT  tl  (tt’  fFF  TT.  6)  t  TTFtFFTR  grtt  FTF 
FT  TTTF  FFFT  FTFF  "FFTFT  FRF  t  ged  FT  TFTT  Ft  FFFT  FT8T  t  Flsd 
FTet  FTt  FT  FTF,  gFT  TFgft  FT  FTfJ  FTF  t  ^3  FTF  t.  FT  gFT  FT^tt 
tF  %  fFTFR  eft  dfVF  Ft  gtt  FRFT  t,  fFFTt  FTFR  defdi  FFF  FRF 
t  3ftT  fFFTTF  Ft  FRF  tl  ltd  Fit  FT  FFFT  TFTF  TTFF  FRF  FT  gfF 
FTF,  FFT  ft  FTFR  TF  TFFT  F  FTFFT  FTFT  t  Fft  gt  FT  %  F Fif'd  FFT 
tr  TTF  t  "gFT  "FT  "t  Ftt  FTFT  tl  fFF  F,  FTFFT  Ft,  FFF  geF  FTgfF 
ft  FFt,  Fddld  d IJI ^ I  FTT  gul4H  FRF  gg  Ftt  FTF  FTFT  "FT  FFTFT  tl 
FTFTTFF  FTTtFTF  FTgfeT  ft  FF  PdN  t  fFT  FFF  geF  FTgft  F  Jluid 
Ft  dRd  FT  ^F  t  FT^F  fFTFT  FTFT  FTftgi  FT^HHd ,  FTFFT  FeFFT  geF 
FTgfcT  Ft  FTFF  ^TTT  FTFF  FRFT  t,  FT  FFTFFTFft  FTFT  TlttF  FTTT  FF 
PlHpdd  "tt  FTFT  tl  tided  FF  FTFFT  FFF  geF  FTejfF  "%  3TRF  F  FTFT 
t,  ff  grrt  ffFft  3frf  Ftt  tftti 

9.  g^fftrarT  153  .-  wt^nr  FFgft  ftttft 

■^F  Ft  "tF  FTF  FT  FTTH  3?FF  FT  TTFF  ft  "FF  FTFTTFF  FF  F  g^teFFT 
153  geF  FTgF  fFTg  "FTF  t.  FF  FFF  FT^fF  ft  ftrftFF  TFF  ft  FFFH 
FFFT  FT  gFT  FffF  "tfFT  t  ftft  FF  geF  TFTFFT  FT  FFR  FFR  FRFT 
tl  grtRFT  153  FT  TFF3  FT  gftt  eftF  g?F  FTgfFFT  tl  FRTfttt  RF 
ft,  FF  FTgfF  Ff^TTgT  FF  FT  FT^TTF  FTTFF  tTFT  t.  FT  FFFTFF  m 
ft  FFF  FTgfF  ft  3F  FFF  FT  FTFF  fFTFT  FTFT  t  fFT  FF  ^Fgt  W 
FFFT  RfF  3TFFt  3?^F  gfH  FTFFT  t  FT  FFFH  FFR  fFRT  FFTR  3TFFT 
fftr  FT3FT  t3F  t  ftft  ftrrt  FFFH  fRF  FT  3TTFR  FT  3FFT  FFF  d-<l 
"FF  FT  FTFt  FTT  FT3T  g3TT  ffR  FTFR  3TTF  t.  fFF  FFFH  fRF  FT  FTFT 
ft  FT3T  FFT  I 

FTcJF  fFF  FTFfttt  m  tr  FitFRJT  FF  FTT  'dlVjfet  tl  JQ  FTgfF  ft 
FFft  FRR  geF  TFTFFT  ft  3FF  tl  FR5  TTFF  "FTF  3FFT  FTF  15T3  Fft 
dil  Pet  ft,  d  3Ft  tl  fFR  Ff^FT^T  3TTFT  tl  F^R  FftRTTJT  FRR  %  FTF 
R3rf  "FReTT  t  ftR  3ft  3F  fteTT  tl  fFR  F3  R3  FR  dilPttid  Ft  3F 
teTT  tl  eTF  fttf  gft  fft  FT  FFR  ttFR  3THT  tl  F  F%FTTJT  ftt  FTTfteT 
FRFT  3Tfft  s5Tcff  ft  3TFFT  fftjR  3TR  FR  "FR  Si  del)  tl  FT^eT  fFF 
ft  FRR  afft  dilfettid  ft  FTftft  ftft  FTFT  FT  FFTeTT  t  ftft  FftFTTJT 
gftldl  F3F  THFT  FT%T  FT  FTF  5e1dK  FR  TH  t  ellfdi  FF  dfdd  FFF 
FH  FT  geF  TFTFR  ft  FFR  FR  FFtI  FRF  ft  FTFt  3Tft  F^FTT  FT 
41^  ftTFT  RT  FFTeTT  tl 

10.  g*\fHFl  153  :  FfgFTgT  Tift  Firm 

FTFTTFF  FF  ft  FFF  FTeJeT  ft  RTF  FTet  #4  geF  FFjfeTFT’  ft  ft  RFT 
t-FfeFRJT-FFI  IF  Fftf  FTgfFFl  ft  FFFH  FRR  FT  gFT  ftft  tl 
FTFgtt  m  ft.  FTFftTF  FTTRF  gFT  3RF  geF  FT^fd  t.  fRFft  ft  FRR 
gFT  ftft  TFF  ft  t  3TR  IFfRg,  FT"ft-"FTft  gft  FFF  FTgd  "fFTFT  RTeTT 
t,  FT  F%FTFT  FF  FFRFFT  RtFTfFF  tl  FFFTFF  RF  ft  3TFFT  FIR  "gFT 
3RF  geF  FTgfd  ft  RTet  t  ft  IF  ftftRFT  FTFT  FT  3FFTfft  ftft  t  fft 
PdiH  FFTR  HFt  ft  ffR  ft  FFFH  FRR  ft  "ftft  ft  ftsi  FFTI 

fFF  ft.  9  ft  IF  geF  FReT  FRR  3fR  FTTftftF  ft  FTF  FFTF  t,  ftft 
FflFTgT  geF  T7TTFH  ft  FFR  FRt  tg  TF3T  tl  FI  fFF,  FflFTFT  ft 
FRR  ft  FTF  edSI^  ft  geF  FTgfd  ft  3TFR  FTFT  FTT  dl^Pdd  FT^d 
FRdT  tl  IF  edSl^  ft  "ftfR  ft  FTTRF  ITdt  tl 

11.  gTFfftRT  153  :  FftFTTJT  FR  FdftftR 

FTFTTFd  RF  ft.  F  ftFR  gftRFT  153  FTR  153  geFT  ft  Fft  ftfdF 
flPeddl  11  FT  12  aftR  ft  FTFd  ft  RTdt  t  FFlfFT  FI  dftft§  ftft 
ftftlT  ft  3TgFR  ftF  FTI  ft  ftfFF  fft  ft  FFHTdT  ifdT  tl  RFT 
FTFFTl  dFT  gtf  FTTd  ft  gi15  FTFT  ft  RFRTdftT  dFT  3RF  FgFTFT  IRT 
FFTFT  RTF  dledl  FF  FTF.  (ftd  FTT  3cFF)  153  gft  ft  FTddtFRR  ft 
3TFt  FTF  fftg  FT  ifdT  tl  gftRFT  ^3  ft  FI  ffFTR  t  fft  FTgfd  ft 
FF  FT  FIR  FFdffd  ift  FTRT  FetFT  FFFH  FRR  itF  it  FTfft,  fRFFF 
gt-ft  gt  dFTffFT  ft  3ffdF  FTF  ft  gRFH  fftFT  RTdT  tl  FflFTgT  FF 
FIR  FTdd  fftg  RH  dledl  eftF  geF  FTgfeTFt  ft  ft  "RFT  tl 

fFF  ft.  9  dFT  10  3TRF  3^T  grft  FTF  Ft  Flfftd  FRd  tl  FI  fFF  eftrft 
FTF  Ft  Flfffd  FRdT  t,  fRIPf  FRftt  teF  FflFigT,  FTTfcfftF  ft 
FT^  "dftR  ft  "FTF  Rllf  "FRF  ft  FRFTR  dilPtftd  ft  edSl^  "FRdT  tl  gTTR 
FTFT3F'  ft  3TgTTR  FTTfcfftF  FF  FTIF-FR  1 1  ITT  geF  FTgfd  ft  FTIF  Ft 
gR  ^fsd<5  diei4  3rftg  FRRFT  ft  "FFR  ft  FTF  FFfFd  fftFT  FFT  tl 
fFF  ft,  FFfetftF  F  FR  ft  FTF  FRR  fftg  gg  t  ftft  FI  3TF  315R  ft 
t  Rt  gRfRFT  153  g?F  4ledl  Ft  "gFT  FgiF  Pd  fid  cl  I  tl 

12.  grdfcFRT  153  :  "F,  I  Pet  ft  F  ftt  FTTRF 

gRfRFT  153  ft  FTF3  ft  FTRd  FFt  geF  FTgfdFT  TTFTFR ,  FITFRd 
FFFT  fftftt  3RF  gTTR  ft  FIR  Ft  "ft  "FTFTftt  FT  FTFTffd  ltd!  tl 
FTFfTFT  FTFFT.  ITRlfft  Fid  ft  FTTTR  fftFdT  fftg  ITdt  t,  IFFTT  FFTR 
t-geFFTRT  FF'ft  3TTFRTFTdTgi  3RITR  ft  fftg,  FflFTgT  FF  ft  FTFT 
FTF  fdH  FFTR  ft  t  : 


(RT)  Vm  kTTRR  RT  37TRTT  3M  MdsbH  f^Rlf  tl  fkT  Rtffkd 
37TRTT  R  kt  RTTRTR  RFfkd  RTTf  fl 

(TI)  ™  fRq  37Rf  RTF7,  TFt  tdT  k  RTR  3#  f  3k  37Rf  Fltf  Tjqf 
Rf  tf  %  fdR  ^dT  RTTf  tl  fkT  f  Rdt  RTf  tl 

(R)  Rftdl^  37TcTT  t  3?|T  37RRI  4<lshH  RFfkd  ^TTcTT  fl  RFR  Fk  TTRRT 
fkTRTf  %  %CT  37TdT  t,  RT  Fk  TTRTTt  tdT  H<llkc1  RTT  fdT  tl 

(R)  Rtffk’M  37Rt  RTf  kf  M7M*M  Rt  sj^dl  off  k  foR7  37Tf  f. 
RT  FFT  Rft  Ml ^7  smifdd  RTTdT  t  A  Mdlkd  RTTk  RTFT 
fdqtcl  "tdT  tl 

(^)  37d  k.  tk  F1^  37tf  dT?1  kr  RT  W  k  RTT  3TTcft  t,  Ftk 
RTR  dTSRt  3#C  RURdl  tk  kt  tl 

(R)  ^tf  tk  3?k  RftRRJT  t  ktdT  tl  RfFRTTJT  kt  WI  Flk  t 
3?k  RF  RTTT  RTdT  tl 

7<q  RRdft  Rt  kRT  RTRTRTR  fR  fqq  k  RT^d  tl 

13.  ^RrfRTRT  ~&3  :  34*<*>l0  M^NI^ 

RdfRT  kr  qTRRT  qffq,  "RTF  RF  3FR5T  FT  "RT  RTT.  RF  3F|k  "RTdTFf  dFTT 
qR  37k  37tt  RT  37Rdffd  tt  RTT.  Rl^q^Dcd  FFlk  dRT  Tdsbfl 
RTdf  FRT  37RRT  RTTRTR  3^T  WW£\  TRRTR  RFfkd  RTTdT  t,  fqkRRTT 
RR  RcfRT  RT^  qk  RMHlfdd  RT  MdPdd  RTTf  %  RTF  RR  RT  RRRT  RTTdT 

ti  rf  fqq,  rIfrttjt  fttt  RtffkR  Rf  srRHiffd  fqt7  rtR  37k  Fk  ^q 
TR  TRdT  k  RTF?  ffqtd  "RTf  %  MiMIR  RfFRP^  Rf  37TRTR17Tkt<q  "^FT 
k  qqfkd  qRdT  ti 

RfkRTTjr  Rf"  ^fkqq  RtRf  q>fkq  ^  3^k  5^1  ftiu,  %qq  R^d  Ft  3^Rqt 
Rcfqtt  qq  rf  hFhcm  k  Rid)  "id  rr  qqi  dctq>  qtt  ":jcq  "dqrqkF"  %  rr)" 
RFTt  RT  F^dT  RTRT  R  Ft,  RF  FR  ^fRRq  RTt  RRTRdTTTdt  FR  R  RT^d 

RFt  rr  Rqqni 

14.  ^c\R*i<r  WS  :  ^jfk  k  kkt 

■^ptJ  M.'^Rddl  WS  *d<nci :  RR’  d0^1  ^  R^d  Ft  3TkRRt  kdft  "i,  3RT: 
FR%  RRRTRd  TRRZ  R  qfRT  Ft  RR  TRt  qftq  tl  ^R5  Rtt  R  ^Rt  RR 
wt  qftqf  k  k  Yrf.  ^rkt  3fk  ktdT  Fqk^qqtq  ft  rrIrt  ^qt  3fk  ktdT 

qft  ^krqq  fqRTd  rtft  rtr.  rrm  qft  T-qt  rrr  RTFt  rrrt  RRdt 
qqkt  RRT  RRR  qk  kRT^RT  RRR  RRdt  "il  TRTRTfRRT  "i,  RTRR  RReft 
3RRd  Rkkq  d^  RTfRT  RT^d  RRdt  "i  3^k  $dRdd.  RTFt  RFR-t  qq 
RRR  Ft  RFt  FRdTI  ROTt  TRt  qkq  kk  RTFRq  RT  RjkRRT  Rt  RTFt  RFt 
RFdk,  RTF  RRR  qftqT  %  RRR  fq^R  RTqqTk  RFRdt  kl  (kftlR  fqq 
R.  4)1  RF  fqq  RFfkd  RRdT  "i  fRj  3TRF  RftRR  %  RTR  FcR  RT  TRdT 

rt  rRrt  qnk  %  rtf,  ^Rf  r^tr  k  Tjqqqqn  rrF  %  fqq  3rr  rtfr  kr 

RT  RRR  Ft  RTcft  tl  kT  RTt  RTRTfqqr  RR  k  k?T^fRd  %RT  RTdT  tl  ^ 
3Tk  RfFRTTJT  %  qtq  k  kr  Ft  RRffqq>  RfqR  RTI  FRT,  RTFt  RFR 
qq  3tqrqt  yd^d  RFt  qrr  RqKft,  37d:  krqq  Ft  qR  "qfdRT, 
rt  qk  q^qqk  fftr  rt^t  qrrdt  ti  rIfri^t  qq  3ftqrqt  F^r  kk  kr 
qft  qpqq  qfdRT  qiF  %  ^  qqr  rtr  fqfk^RT  rftr  qrrdt  ti 

15.  ^fcH^I  W3  :  RfFRTTJT  RR" 

fqq  k  FR  t  fk  FRt  ^qf  k  RRT  RTdqr  fq^rT  FTR  k  iRTRT  t, 
RT  RfFRTgT  qft  TRcft  RF  RdT  t.  fRRk  RfqdRTqt  RT  RTRt  RTlkd  qq 
qffqqqT  Ft  Rk>i  rr  Rirk  qq  3kRqq  fqRT  qidi  t  qq  Rcfqr  fr  Rqqr 
k  RR  RT  3TRF  TRTR  RFR  RTTF  t  fk  RR"  RRRT  qft  FTlkt  RT^d  Ft 
^11  cil  ti  fqq  R.  ^qf  tk  k  rRrt  k  rrr  kt  Rftqq  fr  rttrct  k 

3TTR,  Fk  kRT  RT  RR^TT  tl  RRk  "RFft  3fk  dukl  Id <3 1 2!  t  Tt  Fl  fkT 
RTRt  k  FTRt  3?k  RTTeT  RTFt  RFt  "^R  tk  RSRt,  kr  k  "FRT  TRFt  tk 
^qf,  RkF  RTFt  R?t  RTTRcft  tk.  "^it  tk  qft  fq^JFT  RRTFT  Tft  t. 

RfFRTgr  37Rqt  qqqrr  k  ^qf  tk  rt  rftt  qrk  qft  k^r  rr  tft  t  37k 

RRTFR  FTfFdt  37k  Rqftkq  t.  ftk  RfFRTRT  t  ttqj  TTRT  tl  TTSTR  k 
37fdftRd  37R  RRt  Rffqq  tl 

^RT  RR  37R  RTR  FR^^  t ,  37 kR  *FR  FR  RlTTfkqT  "FftqrqT  k 

fqqrq  37k  k  fkR,  tk  k  rtr  qft  RTdFTT  qqrk  k  qk  3ttf  f^r 
qRT^  qidl  t  qkT  k  ttstr  ttrt  -  Trqq  k  kR  ftr  ki  37d: 
F"k  18  "F^qR  yFId  fkR  qk  tl  ("tk  iqq  R.  7)  ^k  "^kki 
fkRkTT,  qq^  Rt  t  Rd:  k  Ft  FR  ^fqR  #jf  dk  tdR  RRt  tl 

16.  ^RktRqT  UF  :  TTR  T?q  TR^RRT 

F^Rddl  ^F  k  RTRF  RT  TTRIR'd  k  Rftd  ^  TR^fdkf  dft  RT^TT, 
RFTRTTd  37RqT  37^7  fkk  RkTfRRT  RTRT  qft  ^crHl  k  37fqRT  "Ftcft  tl 
30  qqqTRRq^  F^  R^fdk  Ftk  t  k  RFTqq^T  qft  qTS7T  qft  Rfd 
RkRfkd  RTTcft  tl  qrqTRR,  TRTT  FRTR  FTR  ^  RT^  fk^i  kt  37Rqk 
k  Ft  RR  -Slcll  k  RRR  k  37RR  FtdT  tl  37fdR  37Rk  krk  RRR  k 
37k«7T  k  TTR  k  TRfdqRT  Rt  RT^d  fkdT  RTF!  tl  Rq"  Ft  TTd  k  RRt 
cftR  RRRt  qft  RTRcT  RTRTT  RRR  RFt  t,  3Td:  Fk  Ft  RRTRT  TTdt  k  RT^d 
fkRT  RTdT  tl  RFcft  TTd,  R>l4s^H  RT^td,  TTR  3TtT  ktdT  k  fqRTF  kt 


RFfkd  RTTdt  F^  ^#T  k  T7RTRT  Ftcft  tl  FMtfk,  RfF  TTRTRR  k  RRt 
RRRt  qft  RRT  Ft  TTd  k  RT^d  RTTR  t  eft  RTR  RFTR  TTRd  RTF!  RTRlRTt 
qft  RT^d  RFt  fkRT  RTdTI  Rq^RR?  RTRfd  TTR  FTR  TTRR  Ril  RTT  RTR  k 
RRR  qft  RFfkd  fkR  fRRT  RRTRT  RFt  Ft  RRuftl 

RF  3TTR?R4>  t  fk  RRR  RqRRTq  RT^fd  RFt  FTRt  fRR  k  RRRTR  RRR 
RR)"  37fRtdT  RR  k  RT^d  Flkl  FR  RT^fd  k  RTF.  37RRT  RiRT^R  k 
TTRTRR  qft  RR^feT  qft  "RTdt  tl 

qr.  rtsrr  kT  knr  rr  fkn  rrt  t  rrt  kTFfqd  rr  37fkr  rr  fFRT  rt 

TFT  tl  3ftr  RRT  37^R  Rrk  tdR  FTqR  RTTR  RR  "F^R  RT  RRTtzT 

RTRTRT  qil  k  fRR  FRRTT  RR  TFT  tl 

t§.  ttr  qft  kkqq  tRRFT  rtrt  ddk  Frt  rtf  kqTF^  ^k,ji  rr  kqr  t 

3?tr  37RRt  RTTt  37k  qft  Reft^R  RR  TFT  tl 

17.  qpqfktRT  ^  :  fqqRTfkq  ttIfr  ttr  aftr  tr^rrt 

TTRTRR  k  RTRIR)H  k  TTR  3^T  Ff^RR  RRT  RTFRq  TTSTTTt  Rjf  RR  Slcdl 
kf  RTRT  TTTdRf  RT^fd  R  tl  FRR  RFet  RTRT  RTRTRRT  k  fRRRTfqq  FRRR 
k  FTRR  k  qk  t  3ftr  dRTRT  RR  Tt  qkkft  qft  TTR  RRqT  k  hI^im 
rr  "rt  R^rkt  qq  fqqRq  rrF  k  fkq  <mi  k  ttr  37R  r^rr  qft  Rqrq 

RFTR  RRR  qft  fkkt  RRcT  tl  RTcTRt  F^T  RRjfo  k  37RR  k  TTR  3fk 
dW  37Rdt  RtTdT  37k  RTTRRT  fk§k  t  RTfk  fkRTfRR  RF  fRTRTR  FT 

Trk  fk  Fkt  qq  Trqkt  qft  rttr  r  r^tr  t  qr  RRfrqqf  qft  rrtrt  rrr 

k  TRTRt  RT  37Tqqrq  rrF  tl 

fqq  R,  TTR  37k  q%RR  qft  FRT  k  kR  qTF^  kn  qr  TTRkTT  tl  RF 
F^fkRT  W3  qft  fqfTRR  Rfd  tl  "^fk  kFT  RT  "F^RfeT  RTRT  FtdT  t.  3Rd : 
"Rtqr  "kqq  RTkr  qft  Jifd4t  frt  3trF  rtr  ^trr  rr  Rqqq  ti  qq  Rt 
kk  RefR) .  fqkRRR  RF  "Rck  qf  RTRRT  qftq  qft  RTRR  RRdT  t,  fkT  RTF 
RF  3TRR  Ff  RT  "FR,  RF  3TRR  RTTRqT  37RRT  dflR  RT  RtTdT  qft  RFfkd 
RRk  k  fdTR  FRT  R  "kR  "RTFdT  t  3?R  37fRRuR  37RR  "FRRT  k  RRT  RT 
RtR  37TdT  tl  RTRt-q^Rt  RF  FRT  k  Rt  "^R  qTdT  t  kk  fkT  "F^Tt  k 
RR  RT  RtR  3TTdT  tl  RF  "F^T  kRRRTF  RR  k  RRRRTqt  k  F^t  t,  RT 
RTTqqft  keft  R  RRRRTqt  RR  RcR  F^fkRT  WS  k  F^T  k  TfkFkfTRT 

RTRfd  k  Ffe  RRdT  tl 

18.  ^  :  HIFR4  %  TRR  tj^ 

rf  Ft  fqq  (k.  1 7 )  k  Ft  kFk  k  ti  rft  R^rkt  qr^qq  qq  ttr 
3tr  r^rr  k  RqqRqT  qrk  Frt  rt  Rqqn  ti  rf  ftr  rtfIr  Rrqqq 

qft  RR  RR  TTRTRT  FTdt  tl  RifR  fRRRTfRq  Rt  FR  MR  R  RRfTRd  t. 
RT  k  fqq  k  fkRT i  Rtf  t  Tt  tl 

RFT  RT  R%7Rt  kt  k?TFk  ^^TR  FR  RRR  tl  dTFRq  RRT  Rqt  qffq  t.  RT 

qrk  kk  fr!  k  ttrtr  Rrtt  qtt  RFRt  ti  (kk  fqq  k.  14  37k  15) 

RTTt  RTdR  qffqt  (kt  fRR  R.  4)  FTR  RFt  RTR  RPR  fqfkR  RIRqTR 
qft  qftt  RFR  TTRt  tl  RRt  TTqkt  qftq  tk  RTRqkf  RFRt  tl  kRRT 
k,  "Rqq  qqqt  "tt  kk  RTRqrt  rttr  qrrdt  t,  RTRft  qffq  "Rrtt  RFRdt 
tl  FR  RTd  k  "tt  RF  RTRT  RT  RRkTT  t  fk  fRR  TRt  Rffqt  Rt  RTTRqTdT 

k  Ft  d^  RRR  ttdT  t,  qk  rirrir  rfrtr  Rrt  t,  rtf  fkr  rf  FRt 

Rffq  "tt  RT  qftq  "tt,  RRlfk  RTFt  RFRt  RT  Tqt  qftq  RTTRiRdT  k 
Ft  RfdRT  qft  RTTJR  RFt  RTT  RRTdTI 

19.  ^R\ikqT  WS  :  klm  "TRRRT  k  TTRRT 

FTR  RT^felRt  k  TTRTRR  RTRTRTR  k  37TRRt  RT^fd  k  ktdT  k  fRRTF  k 
R,sl  RRRT37f  qft  RFftfd  tl  RRRT3ft  qft  kTRRT,  RTdRtfk 

fkfed  "FRT  TTTFhT  TTRTRR  RR  RFt,  RTF  RRTTft  R  RFTRq^T  Rt  RTRR 
RRt  RRR  RRTcft  RRTdT  k  kqqr  F^RRIR  t  FRk  RTRRt  qftt 
37k  RtTRctR  Rt  fkqi  RRTFTRTk,  RTdktfk  TRRRT  RRT  RR  Rrkq  Rtf' 
RRt  I  FR  TTRTRR  k  RRRT  qft  RfdRT  RR  ftsb  t  fk  RT  Rt  RRRTR  fRR 
k  rf^  ^t  Rd,c1K  Rfkn,  Rrrqq  ktdT  k  fRRTF  fTrti  fqfRR  RRk 
RT  R^d  k  <Ml37t  37k  TTR^RTTf  t  R d,^ ^  kt  RTRt  RR  RRrR  fkRT, 
RT  TTRt  37RRRT  Ttl  TTRR  k  Rd,elK  Rt  RTRt  RR  R>tt  3(rk<3  Rtt  tl 
FtdRTR  TTRTRR  t,  ktdT  TRRRT  RR  dldkld  RR  k  qfkd  fkRT  RRT  tl 
FR  RRTRTt  RRTdT  k  37FRTT,  TTRR  rIfR  Rt  TTRT  3fk  ktdT 

TRRRT  Rft  FR  RRT  t  37TFI  3TR  RRt  k  RRR  TTRR  Rt  RJR  qt  F3Tt 
k  37RRTq  "TFT  RRT  FRt  RF^TTT  Rt  dt)  RTRT  I 

RT.  TTRR  qt  TRRRT  RRT  k  RkT  RTTd  RTRI  RT  RRTdT  tl 

7R.  TTRR  RRRTR  fRR  k  RRR  Rt  3c5lt  k  f^F  RT^tt  RtfkRT  RTT  TFT 
tl  TTRT  RRRT  ^5 <n cl l ^  tl 

20.  WS  :  TTR  kt  ST^dlT  RTRR  k  fkTT  cb^qi 

RT^d  fqq  TTRTRR  RTRIRTR  k  37TRRt  F^R  RT^fd  RR  tt  tl  RF<t  k  fqq 
k  FRt  k§T  fk  TIRR  RRRTR  klR  k  fkTTcR  RF^  Rt  3dll  qft  Rvtf 
qrTfkq  rtt  "rt  tl  rr  ttrr  krR  tt§tr  kt  rf^  RR  3dil  k  37ttr>rt 
TFT,  RR  TTRT  RRRT  R^d  fRTTRT  tt  RR,  RRTR  Fktt  ktRT  fk  qftt  kt 
RF^TTT  dtl  RTR  TTRnTT  3?k  0.TTI  "ttt  RT  ktdT  37TR^R  kRTTt  "tt  TF  RTFRtl 


qjfq  lR?RTfRq  t  TTRT  RRRT  Rt  mIvIHI  Rt  "RRFT  R>T  TTR  k  RFdR  Rt 
RTRt  k  fkF  R^TI 

Iqq  k  FR  k§  TTRTt  t  :  (RTF  k  RTF)  rFF  fRRRTfRq  TTR  Rt  RRRTR 
fqq  k  RFR  kt  RFdR  RTRt  k  fdTR  RTF  TF  tl  RFT  TTR,  RT^RR  37tr 
TTRT  RRRT  RRfkTd  tl  RT?F  R  RRRTR  fRR  RR  RJR  tl 

RtfF  fRRRTtRq  RR  37TFTF  ktRT  Rtt  tl  RF  RRT  F^R  Rffq  t  RT  3 kid 
fqq  F,  37^T  RlFt  kf  Rlfd  RTRRTR  RR  RfeT  RTTR  Rtf  fkRT  t,  Fktt 
qrrrqt  F^R  Rft  RTfd  RTdf  RFRf  tl  fkT,  3kd  F^1  RTTR  fkRT 
t,  RT  ktF  "ttR  RFt  tl  37d:  RF  "PRR  t  fk  RvR  RFdR  RTdT  RTR,  Rtt 
F  R  "tf  "RTRRT  tt  R  "tt  RSTTTt  Rffq  FT,  "3RRR  "F^R  TFRI  RFf  Rt  RTdt, 
kRdT  RFTR  fRTRT  RTdT  tl 

21.  M^r^1  ^  ;  ^  p; 

TTRTRR  k  RTRTRTR  Rt  3TTRRf  F^R  RT^fd  R  RF  R^d  tt  RRRftR 
tl  FkRT  RFof  k  tt  RTFTRt  RTRt  t,  fkT  kt  F^RH  ^TfRd  FTR  f^fed 
FTTRRTRT  qt  Fkt  RTtRd  t  fk  RTF  dTTTR  RTT  kt  "FRT^  RTR,  RF  RTRT 
37RRT  37le=h  k ul  Rtt  TRldf  I  RR  TTR  RRR  k  fRRTR  37Tt  t,  "dR  TTR  F^RT 
T7TR  RRT  RTT  tdRTT  RTTd  t  fk  R  Rid  37R  RRT  FtRTI  RR  F  RFR  3cJll 
t.  dR  FkRT  TTFd  RFTJR  RTTt  t,  RTFR  "ttt  tl  RFF  fkRTfRR  R^d 
MR  t3trF  FTRT' FTR  TJHTRTTTTRRt  37TktqtF  Ft  tl 

FR  RTRRffR  FPR  RT,  RRd  R  fFRT  RTR  RRRT  TTRtd  37l<dh kul  RR  37tr 
RcoTdT  tl  RF  kt  ffRfd  t,  RFT  37fRRT  RfdfFfR  Rtt  t,  RT  fkT  kt 
4  Id  I  RTR  RTRRftR  RRTRdT  k  Rlkfk  tl  Fk  Rdf  R,  37RT7T,  "ttdT  RTFRT 
FtdT  k  dTRTeRRT  kdf  RR  RTdTdT  t.  37tr  Rtf  dTRTcRRT  37RT  RRTdT  tl  RF 
fRTTdTTRR  FTdfR  Rtt  t,  RTR  FRk  RTRRftR  3TTRTfR  k  offe  FTdt  tl 

22.  R[dkdTRT  TFF  :  RFTR  RRR  RTT  ^RT 

TTRTRR  k  RTRTRTR  qt  37T3Rt  ^eR  RT^fd  Rt  TTdR  RTRRtR  37RTRT  RdT 
Ttt  tl  RFR  fqq  (k.  21 )  k  FR  FT§t  t  fk  TTR  t  RRRTR  fkR  k  RFTR 
'dt  3dl  "fdTRT  tl  37R  F  RRclK  Rt  RTR  RTT  TTRt  Rt  k<R  RTTd  t. 
TTR  51  <1  dTRTR  RR  37fRRT  qTT  k  RTTTR  RRR  Ft  RRTFT  R  ZR  RTdT  t. 
fRRRd  "tt  RTdT  tl  fRR  F  RTF  k  FjF  FR  RTR  TTRTR  t  :  TTR  t  zt 
qjR  dR  RRT  37TRT  fFTRT  RRTFT  "^37T  t  37k  ^TTTT  37TRT  ftTTTT  RRH  RT 
MSI  tl  dPiRR  37k  RRRT  k  RtR  RRT  TTR^TRTT  t.  Rt  RJd  dt  cllsd  R 
37T7RTdT  FT  RRT  RT  37k  RRT  FtdT  RTFRT  Rt  FTRT  RT  TTRTRT  t  Rt  RF  Rtt 
kqdT  fk  "=JcR  TRTRdT  RT  RRT  "tt  TFT  t.  RTRRT  RF  TTR  "^TR5  RRdT  tl 
kdT  RTFRT  FkRt  Rt  37k  FTR  RTT  RTRT  k  T7TR  FtdT  RRTRTT  37Rt  kdT 
TTRtd  k  RTF  k  FTT  "RTR  ffqfd  kf  "dTZRtR  RRTR  Rt  RFT  TFT  tl 

23.  TJ^fcdRI  -m  :  THT  3^7  "kfrTT  RTT  fRRTF 

RF  fqq  kt  TTRTRR  k  RTRTRTR  kt  3TTZRf  ^  RT^fd  RTT  tl  RFT  FR 
FtrF  F  fk  ktdT  TTR  Rt  37k  RTRTdTT  RFRFf  k  fdTF  RR  Ttt  t,  37RTF 
RF  RTdTT  fRTTk  RRT  dTFRt  RRT  RRRT  qt  3TRR  Rfd  k  qq  R  ^qfqTR 
RTTdt  tl  RTkf-RTkt  RRRT  kt  RRdt  Rt  37Rdt  Rdt  k  qq  k  TRtRTTT 
RTTt  k  fdTR  fkt  "5TRT7T  qt  RTdTT  RFRTcTT  tl  TRRRT  k  kRdT  RR  tt 
RTdTT  RFRTdf  tl  Rfk  RRRT  "RRT  t  disk!  qt  37Rdt  Reft  k  qq  t 
qk  kt  FRR  k  "RTR  37TRT  tl  RFT,  Fktfdq  qrqq  ktdT  tt  TTR  qt 
RTdTT  RFRT  Ttt  tl 

37fRRTdT  "RRF  FR  TTTRfd  Rf  kfdT  k  RTR  37TTR  k  RTRd  RTTf  tl  RTyf 
RRF  ktdT  RTT,  TTR  SKI  RRRTR  ff IR  RTT  RFTR  RRR  dlst  k  RTF  RRd 

k  qkr  qrrf  tl 

RfF  TTRTRR  k  RTRTRTR  qf  Ft  RTd  TTdf  k  RTRd  fkRT  RFTT  t  ft  RF 
RFdt  TTfq  kf  RT^fd  kf  3ffdR  ^  RRjfd  tl  ^  TRJF  RTRJTTR  Rf 
RTTRR  Rf  RFfkd  RTTdf  ftk'  ^dT  RT^fd  Rt  37TZRf  k  RTR  fkdd  ff 
t,  RT  <fT^  fRT  Rtf  RTTf  I 

24.  WS  :  RT^TTR  kf  RTTRTR 

TTRTRR  qf  RT^fdRt  k  RTRTRTR  R,  TTR  FTR  RTSJTTR  qf  RTTfkd  fkRT 
RFTT,  ^5  R^jtt  FTR  ft k  ^dd  RT^fd  k  qq  k  RTRR  fkRT  RTdT  tl  ^5 
R^JF.  37fRRTRT  RFT^tt  RR  R.  FR  RRR  Rt  37 TZk  RT^fd  k  RTR  tf 
RT^d  RTTf  tl  FT37RdT,  f  Fk  3TFFT  RT^fcT  Rtf  RFTR  RT  37T3k  RT^fd 
Rt  3ffdR  RFT  RTtf  tl  f  TTR  k  qtRTR  k  qTR  k  RRR  qf  kk  ^JcR 
RTdfd  k  qq  k  RT^d  RTTf  tl  ^R  RTRJT1R  kf  RTFRR  qt  RRR  3TTZq 
RTR  k  "ttdT  t,  kRT  fk  fqq  k  TW  t.  RTRJTTR  ^Jdd  TRTRdT  RT  3TRR 
t?  ^T  k  RTR,  TTR  37fT  kteTT  k  fqqTF  RRTTtF  k  RRRT  Ftf  k  ^Td 
RTF  RkT  RTTf  tl  RTRTTR  3Tfd  ftF  t  RRtfk  TTR  R  RRRFT  fkR  k 
R^q  qf  RTF  fFRT  tl  FRT  RRTTT  k  RF  RRRFT  fRR  k  fk7  37RRFT  t, 
fkt  RTRRR  37Rf  Rt  RRR  FRdT  RTtf  tl  TTR  37Rf  tk  Fffd  37k 
RTTRTR  k  RT7JTTR  qf  RTTfkd  RTTf  tl  ^  MR  k  RTTRf  RTZRT  RcR 
Rt  RRTkT  t.  "RF  RRk  RT^fd  qf  FR^RR  ttr"  3ffdR  qq  RFR  RTTdT 
tl  37^T«TT  TTR  37k  kfdT  k  fRRTF  TTRTTTF  kf  RTZR  RRjfd  R  fkf  37fRRT 

FFTR  qtt  t,  fkk  £$3  kdrt  k  qTzqfq  «hni  rt  TTki 


Purulia  Chhau 


1.  Purulia  Chhau  :  Mask  Making 

Masks  play  a  very  important  role  in  Purulia  style  of  Chhau.  Most 
of  the  mask-makers  live  in  a  village  named  Chorida,  also  called 
Chorda.  For  making  masks  one  needs  clay,  torn  pieces  of  paper, 
rags,  glue  made  of  flour,  and  dye  of  different  shades.  There  are 
about  seven  successive  stages  of  making  a  mask.  The  picture 
shows  the  initial  and  final  stages  of  mask-making. 

A.  In  this  picture  is  seen  a  mask-maker  who  has  a  lump  of  clay 
before  him.  He  has  just  begun  to  shape  the  lump  of  clay 
into  a  model  of  a  mask.  In  the  background,  there  are  three 
masks  awaiting  the  finishing  touch. 

B.  The  model  is  now  taking  shape.  When  the  model  is  complete, 
torn  pieces  of  paper,  to  which  glue  has  been  applied,  are  to 
be  pasted.  That  will  form  the  base  of  the  mask.  On  the  base, 
a  thin  coating  of  clay  is  given,  over  which  rags  are  pasted. 
Again  a  thin  layer  of  clay  is  given.  When  it  is  dry,  the  mask  is 
separated  from  the  model.  Then  comes  the  final  stage. 

C.  This  picture  shows  the  beginning  of  the  final  stage.  Dyes  of 
different  shades  are  used  to  paint  the  face  of  the  mask. 

D.  The  mask  is  now  being  given  the  finishing  touches. 

2.  Purulia  Chhau  :  Fixing  Headgears  to  Masks 

Purulia  Chhau  is  the  most  dramatic  and  theatrical  of  all  the  styles 
of  Chhau.  The  masks  worn  by  each  of  the  dancers  in  this  style  of 
Chhau  enhances,  to  a  great  extent  the  theatricality  of  the  form. 
While  the  dancers  and  musicians  belong  to  scheduled  tribes 
and  castes,  the  mask-makers  are  all  higher  caste  Hindus  and 
most  of  them  live  in  a  village  named  Chorida  (or  Chorda).  There 
are  various  stages  of  making  a  mask.  The  final  stage  is  called 
saajaano,  meaning  'to  decorate'.  This  stage  again  has  two  parts. 
First,  dyes  of  different  shades  are  applied  to  different  parts  of  the 
mask  as  required.  Then  an  appropriate  headgear  is  fixed  to  the 
mask.  The  headgears  are  more  often  towering  and  gorgeous  with 
decorative  artificial  pearl-like  beads  and  tinsel  materials. 

A.  The  picture  shows  the  mask-maker  fixing  the  decorative 
headgear  to  the  mask  of  Abhimanyu. 

B.  This  is  the  mask  of  Ravana,  the  demonic  king  of  Lanka, 
having  ten  heads,  Since  the  mask  is  already  heavy  with  ten 
faces,  the  headgear  is  not  as  high  as  that  of  Abhimanyu. 

All  the  masks  have  holes  in  place  of  the  iris  and  pupil  of  the  eyes 
so  that  the  dancers  wearing  them  can  see  through  the  holes. 

3.  Purulia  Chhau  :  Practice  of  Dance  Techniques 

The  Purulia  Chhau  does  not  have  an  elaborate  grammar  of  dance 
technique  as  the  Mayurbhanj  and  Seraikela  styles  have,  yet  the 
stylised  costumes  and  body  movements  of  Purulia  Chhau  make 
it  the  most  dramatic  of  all  the  styles  of  Chhau.  There  are  basically 
three  categories  of  dance  movements  that  a  dancer  of  Purulia 
Chhau  has  to  practise  and  perfect.  They  are  : 

Basic  gaits  and  locomotion, 

Leaps  and  jumps,  and 

Typical  movements,  such  as,  shaking  of  the  headgear,  shoulder, 
and  torso. 

The  two  pictures  show  how  the  dancers  practise  these  basic 
movements.  When  they  practise,  a  particular  kind  of  music  is 
played.  Often  there  are  quite  a  few  onlookers  to  see  the  dancers 
practising  the  basic  units  of  dance  movements. 

4.  Purulia  Chhau  :  Rehearsal  with  Costumes 

All  the  styles  of  Chhau,  including  the  Purulia  style,  are  traditionally 
performed  as  a  part  of  the  festival  called  Chaitra-parab.  It  is  held 
on  the  last  day  of  the  month-cba/fra,  corresponding  with  April 
12.  The  festival  is  observed  all  over  the  district  of  Purulia,  but 


Chhau  dances  are  performed  with  great  enthusiasm  mainly  in  four 
villages,  namely,  Bagmundi,  Jhalda,  Bandyoyan,  and  Arsa.  The 
performance  is  also  a  ritual. 

On  the  day  of  the  performance,  the  dancers  wear  costumes  as 
well  as  masks.  But  on  earlier  days  the  dances  are  required  to  be 
rehearsed  well.  The  rehearsals  begin  around  February.  Initially 
they  rehearse  without  wearing  the  traditional  costume,  but  as  the 
performance  day  draws  near,  the  dancers  wear  costumes  to  get 
accustomed  to  them.  Both  the  pictures  show  the  rehearsal  with 
costumes.  It  is  interesting  to  note  the  kind  of  trousers  the  dancers 
wear  as  the  lower  garment  is  unique,  in  the  sense  that  in  no  other 
tradition  of  performing  art,  not  even  in  the  jaatraa  theatre  which 
has  so  much  influenced  the  Purulia  Chhau,  such  a  pair  of  trousers 
is  worn  by  an  actor.  May  be  such  trousers  facilitate  vigorous 
movements.  All  dancers  do  not  wear  such  trousers,  but  only  those 
who  play  the  role  of  heroic  characters. 

5.  Purulia  Chhau  :  Heading  for  Performance 

Mask  is  the  most  important  aahaarya  in  Purulia  Chhau.  (In  Indian 
aesthetics,  both  make-up  and  costume  are  called  aahaarya.)  It 
takes  quite  some  time  to  fix  the  headgear  properly  to  the  mask. 
At  the  performance  site  greenroom  facilities  are  seldom  available. 
Therefore,  the  masks  are  taken  to  the  performance  site  with  the 
headgear  properly  fixed.  Generally,  the  dancer  is  given  the  mask 
with  the  headgear  to  take  to  the  performance  site.  For  instance,  the 
dancer  who  will  depict  Rama  is  given  the  mask  with  the  towering 
headgear  on  the  day  of  performance  or  a  few  days  earlier.  He 
keeps  it  at  his  home.  On  the  day  of  performance  he  takes  it  with 
him  usually  tying  it  to  his  neck  with  the  mask  facing  backwards. 
Often  the  dancers  go  to  the  performance  site  on  a  bicycle.  You  see 
here  the  dancer  who  will  play  the  role  of  Rama  taking  the  mask 
to  the  performance  site.  The  cyclist  who  precedes  him  is  to  play 
Lakshmana.  The  villagers,  especially  the  children,  find  it  amusing 
and  come  out  to  watch  the  dancers  going  to  the  performance  site 
with  the  masks. 

6.  Purulia  Chhau  :  The  Musicians 

On  the  performance  day,  before  the  dance  numbers  are  presented, 
the  musicians  first  come  into  the  performance  area  and  show 
their  mastery  over  their  instruments.  In  Chhau,  the  drum  music 
is  overpowering.  Three  kinds  of  musical  instruments  are  used  in 
Purulia  Chhau.  The  barrel-shaped  drum  called  Dhol  which  is  seen 
in  the  foreground  of  the  picture,  is  the  most  dominant  and  also  the 
most  eloquent  of  all  the  instruments.  The  Dhol  gets  solid  support 
from  Dhumsa  (also  called  Dhaak),  the  huge  bowl-shaped  drum 
which  is  seen  just  behind  the  Dhol  player.  It  produces  a  powerful 
reverberating  sound.  The  melodic  instrument  is  called  Shanai.  It 
is  like  the  Sehnai  of  North  India.  Shanai  players  are  seen  on  the 
extreme  right  side  of  the  picture.  Behind  the  Shanai  player  is  seen 
a  cymbal  player.  Cymbals  are  only  played  when  the  musicians 
enter  the  performance  area,  but  are  not  used  during  the  dance 
performance.  Usually,  the  orchestra  consists  of  two  Dhols,  two 
Dhumsas,  and  two  or  three  Shanais. 

7.  Purulia  Chhau  :  Costuming 

Most  of  the  important  male  characters  wear  different  kinds  of  upper 
garments  which  are  highly  influenced  by  jaatraa,  the  traditional 
theatre  form  of  West  Bengal.  Invariably,  it  is  a  kind  of  jacket  that 
is  embroidered  with  zari,  artificial  pearl-like  beads,  etc.  The  jacket 
is  usually  made  of  velvet.  The  embroidery  is  made  by  hand  by  a 
class  of  women  who  are  engaged  as  wage  labourers.  The  sleeve 
of  the  jacket  extends  a  little  above  the  elbow.  A  kind  of  decorative 
waist-band  is  also  worn  by  the  dancers. 

In  this  picture,  the  dancer  who  will  play  the  role  of  Ravana  is  being 
dressed.  Since  the  demon  king  of  Lanka  had  ten  heads  and  twenty 
arms,  the  set  of  twenty  arms  made  either  of  cardboard  or  light 
plywood  is  tied  at  his  back.  He  will  wear  a  mask,  the  picture  of 
which  can  be  seen  in  No.  2  B  of  this  package. 

8.  Purulia  Chhau  :  Concluding  Poorva-Ranga 

In  Indian  performing  art  traditions  poorva-ranga  is  an  important 
aspect.  Ranga  means  the  performance  proper.  And  poorva 
means  'before'.  Therefore,  poorva-ranga  means  the  preliminary 
presentation  that  precedes  the  performance  proper.  In  Purulia 
Chhau  the  poorva-ranga  begins  with  the  musicians  showing  their 
mastery  over  their  instruments,  see  No.  6  in  this  package.  They 
conclude  their  playing  with  a  flourish  and  occupy  a  place  in  the 
peripheral  part  of  the  dance  arena,  usually  near  the  gangway  that 
joins  the  dance  arena  with  the  greenroom  and  serves  the  purpose 
of  the  extension  of  the  dancing  area  through  which  the  dancers 
take  their  entry  and  also  make  their  exit.  Soon  after  the  musicians 
take  their  position,  a  vocalist  comes  to  the  arena  through  the 


gangway  and  sings  a  couplet  or  two  as  the  concluding  part  of  the 
poorva-ranga.  The  vocalist  is  seen  in  the  picture  singing  a  couplet 
eulogizing  Lord  Ganesa,  before  the  first  dance  number.  It  is 
customary  in  traditional  performance  that  the  first  number  of  dance 
must  have  Ganesa  as  a  character.  In  fact,  the  vocalist  introduces 
each  dance  number  by  singing  a  couplet,  but  it  is  drowned  by  the 
powerful  drum  music  except  when  he  sings  before  the  beginning 
of  the  first  dance  number. 

9.  Purulia  Chhau  :  Beginning  of  Performance 

When  the  Purulia  Chhau  dances  are  presented  traditionally  at  the 
time  of  chaitra-parab  (festival  during  the  month  of  Chaitra),  the 
first  number  to  be  presented  has  to  have  Lord  Ganesa  as  one  of 
the  characters  and  he  will  come  to  the  dancing  arena  first.  In  the 
repertoire  of  Purulia  Chhau  there  are  three  such  dance  numbers. 
In  Bagmundi  area  it  is  either  Mahisaasura-vadh  or  Parasuram- 
parajay,  but  in  Bandyoyan  area  the  first  number  depicts  how  Lord 
Ganesa  loses  his  head  when  Sani,  the  malevolent  planet-god, 
casts  his  malignant  glance  and  how,  ordered  by  Lord  Siva,  his 
follower  Nandi  brings  the  severed  head  of  Indra's  elephant,  which 
is  grafted  on  the  shoulder  of  Lord  Ganesa. 

You  see  here  Mahisaasura-vadh  of  Bagmundi  area.  In  this 
number,  first  Ganesa  comes  to  the  dance  arena.  After  some 
time  he  is  joined  by  his  younger  brother  Kaartikeya,  then  comes 
Mahisaasura.  First  he  fights  with  Ganesa  and  defeats  him,  then  he 
fights  and  defeats  Kaartikeya.  Goddess  Durga  then  comes  riding 
a  lion.  She  vanquishes  Mahisaasura  and  kills  him  by  driving  her 
trident  into  his  chest.  You  see  here  both  Ganesa  and  Kaartikeya 
at  the  right  side  and  Mahisaasura  wearing  the  mask  is  waitng  near 
the  greenroom  (can  be  seen  behing  Ganesa)  to  come  to  the  dance 
arena  at  the  appropriate  time.  The  demon  is  seen  towards  the  left 
side  and  behind  the  audience. 

10.  Purulia  Chhau  :  Mahisaasura  and  Ganesa  Fight 

Mahisaasura-vadh  (killing  of  demon  Mahisa)  is  one  of  the  three 
dance  numbers  which  are  traditionally  performed  first  since  they 
have  Lord  Ganesa  as  one  of  the  characters.  In  Bagmundi  area 
Parasuram-parajay  is  another  dance  number  which  has  Ganesa 
as  one  of  the  characters  and  therefore  is,  at  times,  performed  first 
but  Mahisaasura-vadh  is  the  most  favourite.  In  Bandyoyan  area 
another  dance  number  is  usually  performed  first  which  is  inspired 
by  the  pauranic  story  of  how  an  elephant  head  v/as  grafted  on  the 
shoulder  of  Lord  Ganesa. 

In  No.  9  of  this  package  are  seen  Ganesa  and  Kaartikeya  dancing 
and  Mahisaasura  is  waiting  to  come  to  the  dancing  arena.  In  the 
next  sequence  Mahisaasura  is  seen  fighting  with  Ganesa  where 
Ganesa  is  defeated. 

11.  Purulia  Chhau  :  Mahisaasura  and  Kaartikeya  Fight 

Traditionally,  not  only  Purulia  Chhau  but  also  all  the  various  styles 
of  Chhau  dances  are  performed  on  the  11th.  and/or  12th.  day  of 
April  since  it  corresponds  with  the  concluding  day  of  the  month 
of  chaitra  according  to  the  solar  calendar.  The  chaitra-parab 
(festival  of  Chaitra)  which  is  celebrated  by  both  the  tribal  and  non- 
tribal  communities  in  some  parts  of  Eastern  India  for  a  fortnight 
culminates  in  the  presentation  of  Chhau  dances.  It  is  customary 
in  Purulia  Chhau  that  the  first  dancer  to  appear  in  the  series 
of  presentation  has  to  be  Lord  Ganesa  who  is  eulogized  in  the 
concluding  part  of  poorva-ranga  preliminaries.  Therefore,  the  first 
dance  number  to  be  presented  has  to  have  Ganesa  as  one  of  the 
characters.  Mahisaasura-vadh  (killing  of  demon  Mahisa)  is  one  of 
the  three  dance  numbers  which  are  presented  as  the  first. 

Nos.  9  and  10  of  this  package  show  the  beginning  and  the 
second  sequence  respectively,  this  picture  shows  the  third 
sequence  in  which  the  demonic  titan  named  Mahisaasura  fights 
with  Kaartikeya  after  having  defeated  his  elder  brother  Ganesa. 
According  to  mythology  the  vehicle  of  Kaartikeya  is  a  peacock. 
In  this  dance  number  the  vehicle  is  integrated  with  the  rider  in  the 
stylized  aahaarya,  that  is,  costuming.  Kaartikeya  is  seen  wearing 
peacock  feathers  and  leaping  high  which  is  so  characteristic  of 
Purulia  Chhau. 

12.  Purulia  Chhau  :  Defeat  of  Kaartikeya 

In  the  repertoire  of  Purulia  Chhau,  all  the  dance  numbers  are 
inspired  by  stories  from  the  Ramayana,  the  Mahabharata  or  any 
of  the  Puranas.  The  episodic  structure,  however,  differs  from  that 
of  the  source  because  of  the  choreographic  requirements.  For 
instance,  in  Mahisaasura-vadh  the  sequences  are  as  follows  : 

(a)  Ganesa  comes  into  the  arena  and  shows  his  prowess. 
Kaartikeya  then  comes  and  he  too  shows  his  prowess. 


(b)  Lord  Siva  comes  with  his  vehicle,  the  Nandi  bull,  and  dances 
to  bless  his  two  sons.  He  then  makes  his  exit. 

(c)  Mahisaasura  comes  and  shows  his  prowess.  Ganesa  comes 
to  teach  him  a  lesson  but  is  defeated  by  the  demonic  titan. 

(d)  Kaartikeya  comes  to  avenge  the  defeat  of  his  brother  but  is 
humiliated  by  Mahisaasura  who  defeats  him  and  drives  him 
out. 

(e)  Finally  comes  goddess  Durga  on  her  vehicle,  the  lion, 
accompanied  by  Lakshmi  and  Saraswati. 

(f)  Fight  between  Durga  and  Mahisaasura.  The  latter  is  defeated 
and  killed. 

The  fourth  sequence  of  the  dance  is  seen  here. 

13.  Purulia  Chhau  :  Arrogant  Mahisaasura 

Every  heroic  character,  whether  he  is  good  or  evil,  shows  his 
prowess  and  haughty  temperament  by  taking  fantastic  jumps 
and  landing  on  his  knees,  aggressive  postures,  and  walking  in 
an  arrogant  manner,  especially  when  the  dancer  takes  his  entry 
and  after  humiliating  or  defeating  the  enemy.  The  picture  shows 
Mahisaasura  in  an  aggressive  posture  after  humiliating  Kaartikeya 
and  having  driven  him  out  of  the  dancing  arena. 

The  role  of  Mahisaasura  is  quite  difficult  and  therefore,  only  the 
very  experienced  dancers  are  given  this  role.  Unless  the  dancer 
has  mastery  over  all  the  departments  of  the  dance  techniques,  he 
cannot  play  the  role  effectively. 

14.  Purulia  Chhau  :  The  Goddess  in  the  War  Field 

Since  Purulia  Chhau  is  basically  a  very  vigorous  style  of  dance 
there  are  very  few  female  characters  in  its  traditional  repertoire. 
Of  the  few  divine  women  characters  Durga,  Kali,  and  Seeta  are 
worth  mentioning.  While  Durga  and  Seeta  wear  saari  like  the 
women  of  Bengal,  Kali  wears  almost  a  male  costume.  Obviously 
because  Kali  executes  very  virile  dance  movements  and  wearing 
a  saari  would  be  a  hindrance.  The  demonic  female  characters  like 
Taarakaa  or  Soorpanakhaa,  also  do  not  wear  saari,  but  the  typical 
trousers  that  male  characters  wear  (see  No.  4  of  this  package). 
After  entering  the  dance  arena  with  her  retinue,  Durga  rides  on 
her  vehicle,  the  lion,  to  confront  the  demon.  The  lion  is  costumed 
rather  realistically.  It  is  the  lion  who  is  most  active  in  the  fight 
between  Durga  and  Mahisaasura.  Since  Durga  is  wearing  a  saari 
she  cannot  do  vigorous  movements,  but  strikes  many  a  belligerent 
posture.  It  is  the  vigorous  dancing  of  Mahisaasura  and  the  typical 
agile  movements  of  the  lion  that  impart  to  the  fight  scene  a 
climactic  character. 

15.  Purulia  Chhau  :  Mahisaasura  is  Killed 

In  this  picture,  we  see  that  goddess  Durga  is  taking  the  deadly 
trident  which  will  pierce  the  chest  of  Mahisaasura  to  eliminate 
that  powerful  but  demonic  force.  When  the  killing  is  enacted  all 
the  dancers  take  their  positions  in  such  a  manner  that  a  kind  of 
tableau  is  formed.  Almost  the  entire  retinue  that  came  into  the 
dance  arena  at  the  time  of  Durga's  entry  can  be  seen  in  the 
picture.  In  the  extreme  left  Ganesa  is  partially  seen.  Then  from  left 
to  right  are  seen  :  goddess  Lakshmi  wearing  red  saari;  goddess 
Durga  standing  on  the  back  of  the  lion;  goddess  Saraswati 
wearing  white  saari  and  handing  the  trident  to  Durga;  Mahisaasura 
trying  to  strike  Durga  with  his  sword;  and  on  the  extreme  right  is 
Kaartikeya,  partially  blocked  by  Mahisaasura.  Except  the  demon 
the  rest  form  the  retinue. 

The  other  name  of  Durga  is  Dasabhujaa,  meaning  'ten-armed'.  To 
come  close  to  this  mythological  iconography  the  goddess  is  given 
eight  artificial  arms  made  of  plywood.  Ravana,  the  demon  king  of 
Lanka,  had  twenty  arms.  Therefore,  he  is  given  18  artificial  arms 
as  can  be  seen  in  No.  7  of  this  package.  Since  the  mask-makers 
are  also  carpenters,  they  make  these  artificial  limbs. 

16.  Purulia  Chhau  :  Rama  and  Lakshmana 

In  the  repertoire  of  Purulia  Chhau,  dance  numbers  inspired  by  the 
Ramayana  outnumber  those  inspired  by  either  the  Mahabharata  or 
any  other  pauranic  work.  There  are  30  sequential  dance  numbers 
that  cover  the  main  story  line  of  the  epic.  The  sequence  begins  with 
the  episode  of  the  accidental  killing  of  the  young  ascetic  Sindhu  by 
King  Dasaratha.  The  last  episode,  that  is,  the  thirtieth  episode,  is 
the  coronation  of  Rama  in  Ayodhya.  It  is  not  possible  to  present  all 
the  thirty  episodes  in  one  night.  Therefore,  they  are  performed  in 
two  sucessive  nights.  On  the  first  night  the  performance  ends  with 
the  dance  number  depicting  the  marriage  of  Rama  and  Seeta.  If, 
however,  Ramayana  numbers  are  to  be  performed  in  one  night, 
less  important  numbers  are  left  out.  The  performance  however 
cannot  end  without  presenting  the  number  that  depicts  the  killing 


of  Ravana  by  Rama. 

It  is  obligatory  that  the  first  presentation  has  to  be  a  number  that  has 
Lord  Ganesa  as  one  of  the  dramatis  personae.  After  this  number, 
usually  the  Ramayana  numbers  are  performed  sequentially. 

A.  The  finishing  touches  are  being  given  to  Lakshmana's 
costume  and  another  dancer  after  wearing  the  costume 

is  waiting  for  the  mask  to  be  put  on  his  face. 

B.  The  dancer  to  play  the  role  of  Rama  is  shown  fully  dressed  and 
ready  to  perform. 

17.  Purulia  Chhau  :  Rama  and  Lakshmana  with 
Viswamitra 

In  the  Ramayana  sequence  this  is  the  seventh  number  in  which 
Rama  and  Lakshmana  kill  demoness  Taarakaa.  In  the  previous 
sequence  Viswamitra  goes  to  the  court  of  Dasaratha  and 
requests  the  king  to  lend  the  services  of  Rama  and  Lakshmana 
for  liquidating  those  demonic  beings  who  are  creating  all  sorts  of 
trouble  for  the  meditating  ascetics.  The  seventh  dance  number 
begins  with  Rama  and  Lakshmana  showing  their  valour  and 
prowess  so  that  Viswamitra  will  be  convinced  that  the  two  are 
capable  of  exterminating  the  demons  who  infest  the  places  where 
ascetics  meditate. 

In  the  picture,  you  see  Rama  and  Lakshmana  taking  high  jumps 
in  the  air.  This  is  a  typical  movement  in  Purulia  Chhau.  Since  the 
face  is  masked  the  dancer  can  be  expressive  only  through  the 
movement  of  the  body.  When  a  dancer,  especially  the  one  that 
portrays  a  heroic  character,  be  it  good  or  evil,  wants  to  express 
valour  or  anger  or  display  his  prowess  he  jumps  high  into  the  air 
and  comes  down  often  on  his  knees.  At  times,  he  takes  a  turn  while 
in  the  air  and  then  comes  down  on  the  knees.  This  is  no  doubt 
acrobatic  in  character,  but  in  a  vigorous  style  of  dance  as  Purulia 
Chhau,  the  acrobatic  element  enhances  the  aesthetic  appeal. 

18.  Purulia  Chhau  ;  Fight  with  Taarakaa 

It  is  the  continuation  of  No.  1 7  of  this  package.  Here  the  demoness 
Taarakaa  is  seen  confronted  by  Rama  and  Lakshmana.  The  dance 
number  ends  with  the  killing  of  Taarakaa.  Rishi  Viswamitra  is  there 
but  is  not  seen  in  the  picture. 

The  costume  of  the  demoness  is  worth  noting  here.  Although 
Taarakaa  is  a  female  character,  she  is  not  wearing  a  saari  like 
goddess  Durga  (see  Nos.  14  and  15  of  this  package).  She  is 
wearing  a  pair  of  typical  trousers  as  worn  by  the  male  characters 
(as  in  No.  4  of  this  package).  All  the  demoness  characters  wear 
such  trousers.  Among  the  goddesses  only  Kali  wears  such 
trousers,  the  others  wear  the  saari.  From  this  it  may  be  presumed 
that  those  female  characters  who  are  required  to  dance  vigorously 
are  costumed  with  trousers,  be  they  divine  or  evil,  because  the 
saari  does  not  allow  the  dancer  to  perform  vigorous  movements. 

19.  Purulia  Chhau  :  Ravana  in  Seeta-Swayamvara 

In  the  Ramayana  sequence  of  dance  numbers,  the  eighth  depicts 
the  series  of  events  connected  with  the  marriage  of  Seeta. 
The  episodic  structuring  does  not  follow  the  original  Sanskrit 
Ramayana  written  by  Valmiki,  but  the  Bengali  version  written  by 
Kritibaasa  who  has  made  additions  and  alterations  while  rendering 
the  epic  in  Bengali.  For  instance,  Valmiki  does  not  mention  about 
the  swayamvara-sabhaa.  In  this  Ramayana  there  is  mention  of 
the  vow  of  Janaka  that  whoever  can  tie  the  bowstring  of  the  bow 
of  Lord  Siva,  will  be  married  to  Seeta.  Many  kings  and  princes 
came  at  different  times  to  try  if  they  can  tie  the  bowstring,  but  all 
failed.  There  is  no  mention  that  Ravana  also  tried.  In  the  Kritibaasa 
Ramayana,  Seeta-swayamvara  has  been  described  dramatically. 
According  to  this  Bengali  version,  many  kings  and  princes, 
including  Ravana,  came  to  this  assembly  ( sabhaa )  of  Seeta's 
swayamvara.  Like  all,  Ravana  too  was  unable  to  lift  the  bow  let 
alone  tying  the  bowstring. 

A.  Ravana  is  seen  entering  the  swayamvara-sabhaa. 

B.  Ravana  is  trying  hard  to  lift  the  bow  of  Lord  Siva.  King  Janaka 
is  watching  anxiously. 

20.  Purulia  Chhau  ;  Rama  is  asked  to  Tie  the 
Bowstring 

This  picture,  is  also  of  the  eighth  dance  number  in  the  Ramayana 
sequence.  In  No.  19  of  this  package,  you  have  seen  that  Ravana 
is  trying  hard  to  lift  the  huge  bow  of  Lord  Siva.  When  a  titan  like 
Ravana  failed  even  to  lift  the  bow,  King  Janaka  became  very 
depressed  because  he  thought  that  none  can  tie  the  bowstring. 
In  that  case,  Seeta  will  remain  unmarried  throughout  her  life. 
Rishi  Viswamitra,  understanding  the  anxiety  of  King  Janaka  asked 


Rama  to  try  if  he  can  tie  the  bowstring. 

In  this  picture  you  see,  (from  left  to  right)  Rishi  Viswamitra  asking 
Rama  to  try  and  tie  the  bowstring  of  the  bow  of  Lord  Siva,  you  can 
also  see  Lakshmana  and  King  Janaka.  In  the  foreground  is  the 
bow  of  Lord  Siva. 

The  aahaarya  (make-up  and  costume)  of  Rishi  Viswamitra  is  worth 
noting.  Although  he  is  a  male  character  he  is  not  wearing  a  pair  of 
trousers  like  the  others,  but  a  dhoti,  like  any  Bengali  gentleman. 
Again,  he  is  wearing  a  mask,  but  there  is  no  headgear.  It  is 
therefore  evident  that  minor  characters,  if  they  are  neither  heroic 
nor  demonic,  are  given  realistic  aahaarya  with  the  exception  of 
the  mask. 

21.  Purulia  Chhau  :  Rama  Lifts  the  Bow 

It  is  a  very  dramatic  moment  in  the  eighth  dance  number  of  the 
Ramayana  sequence.  The  audience  already  know  the  story,  yet 
such  is  the  power  of  a  myth  created  by  a  genius  that  even  if  told 
a  million  times  the  story  does  not  lose  its  appeal.  When  Rama 
comes  near  the  bow,  the  entire  audience  wait  with  bated  breath; 
What  will  happen!  When  he  lifts  the  bow,  the  audience  feels  much 
relieved.  Rishi  Viswamitra  is  happy  and  blesses  Rama  raising  both 
his  hands. 

At  this  dramatic  moment,  the  accompanying  music  covertly 
enhances  the  appeal.  It  is  a  situation  when  there  is  not  much  of 
activity,  yet  the  atmosphere  is  charged  with  dramatic  intensity.  At 
such  moments,  more  often  than  not,  the  dhol  (barrel-shaped  drum) 
player  recites  the  rhythmic  syllables  of  the  drum  while  playing  the 
same  rhythmic  passage.  Strangely,  it  does  not  jar  on  the  ears  but 
heightens  the  dramatic  appeal. 

22.  Purulia  Chhau  :  The  Great  Bow  is  Broken 

The  highly  dramatic  moment  of  the  eighth  dance  number  of  the 
Ramayana  sequence  continues.  In  No.  21  of  this  package  we  see 
that  Rama  has  lifted  the  great  bow  of  Lord  Siva.  When  he  tries  to 
pull  the  bowstring  taut,  under  the  tremendous  pressure  exerted  by 
Rama,  the  bow  breaks  into  two.  In  the  picture  from  left  to  right  are 
seen  :  Rama  holding  one  half  of  the  broken  bow  and  the  other  half 
lying  on  the  ground  between  Lakshmana  and  Janaka;  a  prince 
who  failed;  and  the  dhol  player  who  does  not  see  what  is  going  on 
in  the  dance  arena,  since  he  knows  the  scene  by  heart.  Looking 
at  the  audience  he  is  playing  his  dhol  enthusiastically  to  enhance 
the  dramatic  intensity  of  this  climactic  situation  through  the  magic 
of  his  drum  music. 

23.  Purulia  Chhau  :  Marriage  of  Rama  and  Seeta 

This  picture  too,  is  of  the  eighth  dance  number  of  the  Ramayana 
sequence.  Here  we  see  that  Seeta  is  going  towards  Rama  to  offer 
the  vara-maalaa,  meaning  the  garland  with  which  a  girl  signifies 
her  acceptance  of  a  young  man  as  her  groom.  At  times,  the  man 
also  offers  a  similar  garland  to  signify  his  acceptance  of  her  as  the 
bride.  But  in  a  swayamvara  only  the  bride  offers  the  garland,  since 
the  man  has  come  to  the  assembly  wishing  to  have  the  girl  as  his 
wife.  Here,  therefore,  only  Seeta  offers  the  garland  to  Rama. 

Most  of  the  groups  perform  this  number  with  Seeta  in  the  scene 
right  from  the  beginning.  A  few  groups  bring  Seeta  into  the  scene 
after  Rama  has  broken  the  great  bow  of  Lord  Siva. 

If  the  Ramayana  sequence  is  to  be  performed  in  two  successive 
nights,  then  this  is  the  concluding  number  of  the  first  night.  Some 
groups  merge  the  ninth  number  depicting  the  defeat  of  Parasuram 
with  the  eighth,  but  others  do  not. 

24.  Purulia  Chhau  :  Parasuram  is  Overpowered 

In  the  sequence  of  the  Ramayana  numbers,  defeat  of  Parasuram 
in  the  hands  of  Rama  is  performed  by  some  groups  as  the  ninth. 
Some  groups,  mostly  in  the  Bagmundi  area,  perform  this  episode 
together  with  the  eighth  number.  In  fact,  they  do  not  consider  it  as 
a  separate  number,  but  concluding  part  of  the  eighth.  They  present 
the  episode  of  Rama  going  to  the  exile  as  the  ninth  number.  When 
the  episode  of  Parasuram's  defeat  is  in  the  eighth  number,  as  is 
suggested  by  this  picture,  he  enters  into  the  dancing  arena  with 
great  fury  just  after  the  marriage  ceremony  of  Rama  and  Seeta  is 
over.  Parasuram  is  furious  because  Rama  has  broken  the  great 
bow  of  Lord  Siva.  In  a  sense  this  is  a  humiliation  for  Lord  Siva, 
whom  Parasuram  holds  with  great  respect  as  the  presiding  deity 
of  his  clan.  Rama  with  his  divine  effulgence  and  valour  overpowers 
Parasuram.  Since  there  is  a  good  deal  of  drama  in  this  spisode,  it 
provides  a  befitting  finale  to  the  eighth  number.  Otherwise  in  the 
enactment  of  the  marriage  ceremony  of  Rama  and  Seeta  there  is 
not  much  movement  which  can  be  made  dramatic  in  the  Chhau 
style. 
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(F)  fTT  fftF  ft  ftfFF  RFTR  FF  RTF  y<Pftd  tl  Fftfft  FT  fftFR  TFFT  %  TFT  Fft  RFTFT  RFT  tl 
(F)  RF  yeslld  Fft  RfFF  TFF  Rdl  R  TTTF  tl 


Masks  play  a  very  important  role  in  Purulia  style  of  Chhau.  Most  of  the  mask-makers  live  in  a  village 
named  Chorida,  also  called  Chorda.  For  making  masks  one  needs  clay,  torn  pieces  of  paper, 
rags,  glue  made  of  flour,  and  dye  of  different  shades.  There  are  about  seven  successive  stages  of 
making  a  mask.  The  picture  shows  the  initial  and  final  stages  of  mask-making. 

A.  In  this  picture  is  seen  a  mask-maker  who  has  a  lump  of  clay  before  him.  He  has  just  begun 
to  shape  the  lump  of  clay  into  a  model  of  a  mask.  In  the  background,  there  are  three  masks 
awaiting  the  finishing  touch. 

B.  The  model  is  now  taking  shape.  When  the  model  is  complete,  torn  pieces  of  paper,  to  which 
glue  has  been  applied,  are  to  be  pasted.  That  will  form  the  base  of  the  mask.  On  the  base, 
a  thin  coating  of  clay  is  given,  over  which  rags  are  pasted.  Again  a  thin  layer  of  clay  is  given. 
When  it  is  dry,  the  mask  is  separated  from  the  model.  Then  comes  the  final  stage. 

C.  This  picture  shows  the  beginning  of  the  final  stage.  Dyes  of  different  shades  are  used  to  paint 
the  face  of  the  mask. 

D.  The  mask  is  now  being  given  the  finishing  touches. 
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2.  W3  :  H J2il k  Tf  ZtT  alls'll 

RTf  RRF  ftfePtf  R  3,  '^fcrliJI  ^  RRffRRF  HlicfOq  3^  tl  WZ  RTt  ?R  Tfcft  R  RcRRT  Refer  gIR 

RRRT  Rfe  RTRFT  Tjfefel,  RRT  RR  cFRT  RI<±cRfedl  Rp[  RRfe  %  ffeR  Ifeufek  f  I  R^fel  3pfc  RRfeRFR  SRJTjffecT  ^ifd 
3Tfc  RRJjfRR  RRRlfe  %  fe?I  I.  ^FRffe  RfetRl  feRfeT  RRt  R^R  ^Tlfe  %  ffe^  Rfe  t  3fk  RfRRRR  feRfeT  RTRRT 
Rife  R  TR^  tl  TpTFRT  RRTR  fet  feffelR  3TRK!TTR  f  |  jff^q  3RFRR  Rl  ‘TRPTl’  RRFR  t,  3T«lfe  ‘RRTRT’  (  STeffuT 
RRRT )  I  3R  3TRWT  %  fRR  fe  RFR  fefe  tl  R?fe,  3H I <=t i# <M <=b d I K  Tjfefe  %  faffeR  RTRf  RTF  felfFR  Rfet  %  FT 
RFRfe  Rfe  tl  fRR  RffecT  fefe  HR  Rif  Tjfefe  fe  fefST  HTRT  #1  fefe  HR  HRRT  Hfe  fefe  3RRRfer  tit  tl 
Rlfefel  3TR  RSfelfe)  feH-fe  fe  ?JRR  RFTRTTf  R  RRR  RHTRT  HIRT  tl 

RT.  RR]R  ffeR  fe  TJTlfH  fRRfrFT  fet  3feRR^J  %  Rfefe  fe  3TrfeiR  fefe  tW  fefe^  i|R  felsHdl  RRT  tl 

H.  RR  RH  fRR  Rlc),  RHRt  <IRI .  RHR  RTT  Rfeffcl  tl  fefe  Rfe'fei  RF?T  tt  RRF  fRR  ttt  %  =hKul  Rift  fetRT  t, 
3TR:  SlfRH'R,  %  RRH  feffe  HR  HRT  Rrff  ttRII 

RRt  Tjfefef  R  TfeRRR  3ft  3Rftf  %  RJR  RT  ffeg  fefe  f  RTffe  RHfn  RTRR  (RFTf  RTRt)  RRFf  Rife  Refer  ?R 

fttt  fe  fe  t^3  R'h  I 


2.  Purulia  Chhau  :  Fixing  Headgears  to  Masks 

Purulia  Chhau  is  the  most  dramatic  and  theatrical  of  all  the  styles  of  Chhau.  The  masks  worn  by 
each  of  the  dancers  in  this  style  of  Chhau  enhances,  to  a  great  extent  the  theatricality  of  the  form. 
While  the  dancers  and  musicians  belong  to  scheduled  tribes  and  castes,  the  mask-makers  are 
all  higher  caste  Hindus  and  most  of  them  live  in  a  village  named  Chorida  (or  Chorda).  There  are 
various  stages  of  making  a  mask.  The  final  stage  is  called  saajaano,  meaning  'to  decorate'.  This 
stage  again  has  two  parts.  First,  dyes  of  different  shades  are  applied  to  different  parts  of  the  mask 
as  required.  Then  an  appropriate  headgear  is  fixed  to  the  mask.  The  headgears  are  more  often 
towering  and  gorgeous  with  decorative  artificial  pearl-like  beads  and  tinsel  materials. 

A.  The  picture  shows  the  mask-maker  fixing  the  decorative  headgear  to  the  mask  of  Abhimanyu. 

B.  This  is  the  mask  of  Ravana,  the  demonic  king  of  Lanka,  having  ten  heads,  Since  the  mask  is 
already  heavy  with  ten  faces,  the  headgear  is  not  as  high  as  that  of  Abhimanyu. 

All  the  masks  have  holes  in  place  of  the  iris  and  pupil  of  the  eyes  so  that  the  dancers  wearing  them 
can  see  through  the  holes. 
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3.  153  :  3^T  dd-HIcfcl  SR  iram 

xppxR  3Tk  Pm^di  viFch-mT  3ft  ^rtirr  ^Pemi U3  3ft  ip3  d3Hi33  3ft  fqrgtT  om<+<ui 
3Ft'  t.  far  3t  ^?fd31  153  3  fsR  333ft33  %  TPfF  33  LI  Hid  SI  t,  3  3ft  153  3ft  slPddT 
3  fraff^T  3T33ft3  33Ft  %  fdir  33p3  f  |  T^f:  xpq  Tff^pqi  %  #T  cpf  f  Rp#'  ^P<H3I  153 
%  3^  3ft  PstmiPdd  333T  FldT  t  33T  33^  dtSTddl  Flfam  333T  Ft#  tl  3  t: 

TJePJjT  3Tc!  3ffc  3f33T 
T5c3Ft  aft*  <f>3 

Wr  3f?mT,  mrt-mH  3m,  33}  rnfa  33  33  femrnr 

#ff  3P3ff  y<fPsld  333t  t  1%  f33H  WH  3  3<f3T  ?3  TJeT’JjT  3fcT3f  3ft  3Tg3  33^  fl  3T=PRT 
dcW  33  qo4  'iPcnl  3ft  TJyT’Jd  $33^-ll  33  3m3RT  3><d  FT?  c(<gd  tpr  3333  Hid  3p5  Ft 
3?f3T  Ff3  tl 


3.  Purulia  Chhau  :  Practice  of  Dance  Techniques 

The  Purulia  Chhau  does  not  have  an  elaborate  grammar  of  dance  technique  as 
the  Mayurbhanj  and  Seraikela  styles  have,  yet  the  stylised  costumes  and  body 
movements  of  Purulia  Chhau  make  it  the  most  dramatic  of  all  the  styles  of  Chhau. 
There  are  basically  three  categories  of  dance  movements  that  a  dancer  of  Purulia 
Chhau  has  to  practise  and  perfect.  They  are  : 

Basic  gaits  and  locomotion, 

Leaps  and  jumps,  and 

Typical  movements,  such  as,  shaking  of  the  headgear,  shoulder,  and  torso. 

The  two  pictures  show  how  the  dancers  practise  these  basic  movements.  When 
they  practise,  a  particular  kind  of  music  is  played.  Often  there  are  quite  a  few 
onlookers  to  see  the  dancers  practising  the  basic  units  of  dance  movements. 
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4.  wf^raT  ws  ;  TrffrT 

^?#RT  flcf  TT%cT.  T5R  TOt  Tift  ^IdRI  RRRRTR  TO  f  fTOTORT  RRTTO  R?fR  %  ffTO  TO  TO  R  TORfR  TOt 
TORt  fl  TO  TOffR  12  TOtIcR  TO  W1  ^R  RTO  %  fffR  fTOT  WIT  WRT  tl  TO  WT  ^  ^(dTO  ffH  f 
WR  WRT  f ,  TO  *53  ^Rt  TOTR  Rt?T  TO  TTT«7  TJTOTR:  RPIHft,  RTTOT,  TOlflRH  afk  TOTTOI  RTTO  RR  W  R 

tottrt  tort  f  i  to  TO#f)TO<ui  rto  th^rmh  ft  ftRT  fi 

TOl4*H  TORffR  %  ffR,  Retro  TOT'»JTOTt  cT®TT  TJtsftf  TORf  fl  TO,  TORf  TORT  f  ^  TOT  eftTO  f  ^TORT  ftRT 
ft  RTTORTO  TO  I  TJRf'KTRT  TORTOt  RRT  TO  RRRRT  3TRTO  fft  fl  TfRTR:  Retro  TOflt  ft  TOT'fTO  TO  fTOR  fTOTT 
'tpt«TRT  TOtf  f .  TO  ff-ff  TOl4sbH  TORfR  RTJ  ffR  1RTOR  TORT  TO.  RctTO  f?T'*JRTTp  TOTOT  TOT  ^TOTR  TOTR 
f .  cTTf^T  TOrffTOR  TOTTO  TOTR  TO  TORt  ft  TTTOI  ftff  ft  fTOf  fro^TOf  RffR  RETORT  yRfVtel  TOTR  f  I  TO  WTO 
rofroroT  t  fro  Retro  tRrot  ffrf  f  to  rot  Riff  ft  pro  wt  to  torto  totr  rorf  f  to  Mtor  to  TOTOfro 
frost  ft  tor  fronro  tort  to!  tort,  tot'  to  %  ^fror  ws  to  tor  to  f  RTOfror  tort  torT  toto  rhr 

f#  f  ft  RfffRT  £RT  TO  TOR  %  RTRRTf  TOt  ftft  TORt  Rff  TOTcftl  ft  TORT  f ,  ff  RTRRRTf  %  TORRT. 
TT9TTOT  RfcTTO  TJSR-R  flett  ft  I  Rff  RfTO  ff  RTRRTf  Rff  TORRI  TORR  ftT  Rftfl'  TOt  ^fRTOl  fRRRt  TOt  R^TO 
ft  ^f  RRR  TOrf  fl 


4.  Purulia  Chhau  :  Rehearsal  with  Costumes 

All  the  styles  of  Chhau,  including  the  Purulia  style,  are  traditionally  performed  as  a  part  of  the 
festival  called  Chaitra-parab.  It  is  held  on  the  last  day  of  the  month -chaitra,  corresponding  with 
April  12.  The  festival  is  observed  all  over  the  district  of  Purulia,  but  Chhau  dances  are  performed 
with  great  enthusiasm  mainly  in  four  villages,  namely,  Bagmundi,  Jhalda,  Bandyoyan,  and  Arsa. 
The  performance  is  also  a  ritual. 

On  the  day  of  the  performance,  the  dancers  wear  costumes  as  well  as  masks.  But  on  earlier  days 
the  dances  are  required  to  be  rehearsed  well.  The  rehearsals  begin  around  February.  Initially  they 
rehearse  without  wearing  the  traditional  costume,  but  as  the  performance  day  draws  near,  the 
dancers  wear  costumes  to  get  accustomed  to  them.  Both  the  pictures  show  the  rehearsal  with 
costumes.  It  is  interesting  to  note  the  kind  of  trousers  the  dancers  wear  as  the  lower  garment  is 
unique,  in  the  sense  that  in  no  other  tradition  of  performing  art,  not  even  in  the  jaatraa  theatre 
which  has  so  much  influenced  the  Purulia  Chhau,  such  a  pair  of  trousers  is  worn  by  an  actor.  May 
be  such  trousers  facilitate  vigorous  movements.  All  dancers  do  not  wear  such  trousers,  but  only 
those  who  play  the  role  of  heroic  characters. 
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5.  4*\lHi||  153  :  chl4pbU  yf^rHcb^ul  ^  3t4t  UTSfFf 

^Pd*  153  *1  33fp3*  HScrt^l  3WT4  t-TJ3teTI  ( 3Tl443  3^*4  3TT13  4  TJH-TF*!  3*  3**1*  (313  3*TT) 

4Nf  *4  3wfS  **  *t*  ti)  3i4t4  4  *3  4  *44  4m  *r*4  3  *r*4  wi  m3  mrni  ti  * 4*3  33jf4 

1*3  31  IF*  *3  34  ijfa*  *44-*3Tl  44  33TW  4444  tl  313:  ^3f  %  313  ?44  3m  34  ^33fl*T  33 
4  4te  33  ^  3,14*3  3igf3  1*3  31  4t  **  *31  ti  mw:,  34*  34  33jf4  1*3  31  4t  *3  tg  *44 
3t3  3f43  TJ13T3T  f**  ^TTeTT  tl  <J<fl*mi  *  f4m.  4l  34*  33  34  '*4333  34  33J3  *3TT  *4  *|4*H  3igf4  % 
'Jf.i  f*T  H6c4  3T  3ii4stiH  Higfd  %  f33  3^d  3T3T  li!4  33  333  f**  3lc1l  %l  34*  Tit  3133  31  31  3331  4l 

*t4*3  33jf4  %  f^3  33  3t444  i4  3j4  *44  44q  *4  31331  3*44  *43  4  *3  *1  *j*44  *1  3*m  *1*  i*3T 
tl  31331  34*  3>l4st)H  33jl4  *  1*3  31  -HI^H+xH  31  *4  tl  31T3  ?3  f33  4  33  34*  *i  4m  33m  t  * 
33  34  '*jf3*T  33J3  *43TI  34*.  3*44  *4  *t4*3  33jf4  1*3  31  4  *T  1FT  tl  1334  333  3*4  3T*T  3Tlf** 
333  *33*  34  '^f3*T  33]3  333  333  34*  tl  313  333,  f3*3*l  33*  *4  3T  33  33R3*  1333T  t  3^1  3 

3*44  nft3  *t4*3  3igf4  1*3  31  *  it  34*4'  34  4*4  *  f*3  31  4  *?!  f4**  *1  *4  44  *4  ti 


5.  Purulia  Chhau  :  Heading  for  Performance 

Mask  is  the  most  important  aahaarya  in  Purulia  Chhau.  (In  Indian  aesthetics,  both  make-up  and 
costume  are  called  aahaarya.)  It  takes  quite  some  time  to  fix  the  headgear  properly  to  the  mask. 
At  the  performance  site  greenroom  facilities  are  seldom  available.  Therefore,  the  masks  are  taken 
to  the  performance  site  with  the  headgear  properly  fixed.  Generally,  the  dancer  is  given  the  mask 
with  the  headgear  to  take  to  the  performance  site.  For  instance,  the  dancer  who  will  depict  Rama 
is  given  the  mask  with  the  towering  headgear  on  the  day  of  performance  or  a  few  days  earlier.  He 
keeps  it  at  his  home.  On  the  day  of  performance  he  takes  it  with  him  usually  tying  it  to  his  neck  with 
the  mask  facing  backwards.  Often  the  dancers  go  to  the  performance  site  on  a  bicycle.  You  see 
here  the  dancer  who  will  play  the  role  of  Rama  taking  the  mask  to  the  performance  site.  The  cyclist 
who  precedes  him  is  to  play  Lakshmana.  The  villagers,  especially  the  children,  find  it  amusing  and 
come  out  to  watch  the  dancers  going  to  the  performance  site  with  the  masks. 
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6.  W3  :  ^FflHchH 

+  l4shH  RRjfo  %  fR,  *[oR  y-tRd  fey,  if  1T?^t ,  -H'lldd-iK  Rlfef  d-il4stiH  yerffd  WH  RT  3il=hK 
^raf  ''R  3Rnt  ^Iddl  TR  R^?fa  cR^  ti  *53  3  ^fef  RmfcT  3RR  W^lld)  RtrTT  tl  <J<r>loRI  W5 
3  #T  3TO  %  RPTfrl  RTSjf  TR  RRtR  fRRT  ^MT  t-Mlm  +  K  RRT  Rl  ^tcT  RRT  'STTcTT  t,  TR  rTRfr 
%  3TORFT  R  ^T  RRhTT  tl  RR  RRf  Rraft  3  RRffRRT  Rsrftjof  afft  Rtpi  tl  6[RRT  (f$ 

^TRT  Rt  RtRT  ^TcTT  t)  3  RfR  3RRR  fRcRTT  tl  RR  TJcfT  fa?  I  Id  Rtzft  %  RTRTR  RR  ^fat  FlRT  t 
RRfk  R  Rfat  RTRRi  %  HtRT  Rt*$  RUT  RT  RRRTT  tl  RRR  ?lfad?lld1  Rfa%RfRR  KRfa  RcRTO  Ffcft 

f  i  Rrfan  rtr  wrri  R^didi  ti  Rf?  rrt  rtrt  %  wr i  rtr  %  rrtr  rtrt  ti  rttrt^  rirrtt  rtT 
Rcfft  3  f^r?T  RT%4t  (W  ®t3  fq  3trt  rt  rrrtt  ti  rttrtI  ritt  %  4t#  Rtf??  rkrt  rr  rot  rt 
RRRTT  f I  RR  RJfld<*K  chl4*H  RRjfa  sfcf  R  RRRT  RRTt  t,  RR  RTTST  Rrf  RRTRT  RTcTT  t,  ^JcR  RRjfR 
%  RRR  R^f'i  3RJR  RM  ^R,  Rf  'Stcff ,  RT  *JRRT  Sfk  RT  RT  Rfa  RTHTRRf  3  RRR  RTRT  tl 


6.  Purulia  Chhau  :  The  Musicians 

On  the  performance  day,  before  the  dance  numbers  are  presented,  the  musicians  first 
come  into  the  performance  area  and  show  their  mastery  over  their  instruments.  In 
Chhau,  the  drum  music  is  overpowering.  Three  kinds  of  musical  instruments  are  used 
in  Purulia  Chhau.  The  barrel-shaped  drum  called  Dhol  which  is  seen  in  the  foreground 
of  the  picture,  is  the  most  dominant  and  also  the  most  eloquent  of  all  the  instruments. 
The  Dhol  gets  solid  support  from  Dhumsa  (also  called  Dhaak),  the  huge  bowl-shaped 
drum  which  is  seen  just  behind  the  Dhol  player.  It  produces  a  powerful  reverberating 
sound.  The  melodic  instrument  is  called  Shanai.  It  is  like  the  Sehnai  of  North  India. 
Shanai  players  are  seen  on  the  extreme  right  side  of  the  picture.  Behind  the  Shanai 
player  is  seen  a  cymbal  player.  Cymbals  are  only  played  when  the  musicians  enter 
the  performance  area,  but  are  not  used  during  the  dance  performance.  Usually,  the 
orchestra  consists  of  two  Dhols,  two  Dhumsas,  and  two  or  three  Shanais. 
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7.  Wc^l  153  :  %n^fT  ^TT^-TT 

stf^RTm  "5?^  qffq,  qf?qq  qqrq  qft  qqqmq  qfq  qqq  TliTt  qq  ^ 
aqqrr  qqfqq  fqfqq  qqq  %  qqh  %  qqft  fft  ff  qqqT  fqq  qrf  qirf 
qiq  M6-lcl  tl  fqqqrq  qq  't,  q?  qq  qqq  qif  ^rfqq  q'lfd^f  cWT  qft 
^  ch'Sli  q^f  ttcft  tl  qqqr  Htsii-M  %  qqt  t  qq?  qqft 

tl  qq^c  %  T3  t  qqq  qi  qt  ffqqf  %  qq  qrf  £RT  q?  qqt  ^ 
qt  qqft  tl  qft  qit,  qfrqf  *fter  qqr  qq  qfj  efqrt  fqqq;  ttqf 

tl  qfq  qq  qqqr  qq  qqrqqf  qqr  qq  qf  qfqt  tl 

TF  fqq  t  qqq  qft  qfqn  fqqrf  qi^  qfq  qi  tqrqqT  t  qfcqq  fqqq 
qq  ti  ^fq  qfqT  %  q^q  trt  %  qq  fm  qfk  qfq  ,gqnf  «ff,  qq: 

%  qrq  qfq  qt  tte  q,  qq  qqq  qqqf  qqtt  q  qt  qfq 

’jqiqft'  qq  qqq  qrai  qrar  ti  q^qq  qtq  qyjd  qiqq  qq?n  t, 
fqqqq  qqt  fqq  q.  2  q  t  tst  qt  qqqt  ti 


7.  Purulia  Chhau  :  Costuming 

Most  of  the  important  male  characters  wear  different  kinds  of  upper 
garments  which  are  highly  influenced  by  jaatraa,  the  traditional 
theatre  form  of  West  Bengal.  Invariably,  it  is  a  kind  of  jacket  that 
is  embroidered  with  zari,  artificial  pearl-like  beads,  etc.  The  jacket 
is  usually  made  of  velvet.  The  embroidery  is  made  by  hand  by  a 
class  of  women  who  are  engaged  as  wage  labourers.  The  sleeve 
of  the  jacket  extends  a  little  above  the  elbow.  A  kind  of  decorative 
waist-band  is  also  worn  by  the  dancers. 

In  this  picture,  the  dancer  who  will  play  the  role  of  Ravana  is 
being  dressed.  Since  the  demon  king  of  Lanka  had  ten  heads  and 
twenty  arms,  the  set  of  twenty  arms  made  either  of  cardboard  or 
light  plywood  is  tied  at  his  back.  He  will  wear  a  mask,  the  picture 
of  which  can  be  seen  in  No.  2  B  of  this  package. 
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8.  wf^RTT  *53  :  TJcf  f*T  TWlftd 

■5^  TT,  '^TRrft^T  Pi  "Him  qRT  qqRTStf  qq  qqr  qqqqjuf  qq?j  f|  RT  qq  qs>}  t-cUmPdd)  yHrcjfcl  I  3th  ^  qq  3T«j 
t-‘q^’.  3RT:  tq  qq  3T«j  t-qqqfqqr  qRjfq  %  qqqt  fqrqT  qH  qMT  qTtfqqr  yH^dl+qJII  ^fciqi  T53  qq 

^  tq,  Tiqjqqqit  urt  arq^  qqfqq  qraf  qr  qq>Mdi  qqftfq  qqq  fq  strr  qtqr  ti  c*$£  fqq  q.  6)  q  qfqtqqqr 
3<6l  qrq  %  RTq  sqm  qtqq  ttrirt  qqq  t'  ^  tq  qqq  qq  q^qj  q^r  q  qqq  qm  %  qrq,  ^j?q  tq'qfq 
%  qm  qtq  q  ^  qr^  t,  qj  ^<q  qqgfq  afo  %  fqqiK  q^  qft  qRcTT  t,  fqq^  qjqq  qcfqr  q%  qqq 
t  stk  fqqqq  qt  qq^  ti  qqfqqqq'  %  qqqT  wh  qpq  qq^  %  <pq  qiq,  qpi  ^  qtqq  qT  qqq  q  qrqqr  3q?n 
t  aftT  ^  qq  %  qqrftq  qTq^qqqTjqrqiqf-#  qM  tl  fqq  R,  qjqqr  qff,  qqq  ^pq  qqgfq  ^  q^f, 
qqqn  qtpq  qq  qqqn  qqfr  fq  qti  qrfr  qgr  qr  qqqq  ti  qtqqqq  qi4*q  qrgfq  q  qq  ffqrq  t  fqr  qqq 
"fpq  qqqfq  q'  ji,jI^i  qft  qftq  %  ?^r  R  qqjq  fqqq  qm  q#qi  qrqqqi,  qiqqr  q?qq?  ^  qqgfq  qq  qrqq  £rt 
qqjq  qqqr  t,  qt  qqrqqnqft  qfqt  qqfq  £RT  q?  fqqfcqq  qt  qmT  ti  %qqr  qq  qrqq?  qqq  ^pq  yj^fd  %  sqtq 
tf  qrar  t,  qq  ^qp  ftqfq  qqqq  qqf  qfqfi 


8.  Purulia  Chhau  :  Concluding  Poorva-Ranga 

In  Indian  performing  art  traditions  poorva-ranga  is  an  important  aspect.  Ranga  means  the 
performance  proper.  And  poorva  means  'before1.  Therefore,  poorva-ranga  means  the  preliminary 
presentation  that  precedes  the  performance  proper.  In  Purulia  Chhau  the  poorva-ranga  begins 
with  the  musicians  showing  their  mastery  over  their  instruments,  see  No.  6  in  this  package.  They 
conclude  their  playing  with  a  flourish  and  occupy  a  place  in  the  peripheral  part  of  the  dance  arena, 
usually  near  the  gangway  that  joins  the  dance  arena  with  the  greenroom  and  serves  the  purpose 
of  the  extension  of  the  dancing  area  through  which  the  dancers  take  their  entry  and  also  make  their 
exit.  Soon  after  the  musicians  take  their  position,  a  vocalist  comes  to  the  arena  through  the  gangway 
and  sings  a  couplet  or  two  as  the  concluding  part  of  the  poorva-ranga.  The  vocalist  is  seen  in  the 
picture  singing  a  couplet  eulogizing  Lord  Ganesa,  before  the  first  dance  number.  It  is  customary  in 
traditional  performance  that  the  first  number  of  dance  must  have  Ganesa  as  a  character.  In  fact,  the 
vocalist  introduces  each  dance  number  by  singing  a  couplet,  but  it  is  drowned  by  the  powerful  drum 
music  except  when  he  sings  before  the  beginning  of  the  first  dance  number. 
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9.  4^(HA|I  153  :  cfclksbR  yfcjTd  ^THT 

RR  xfk  %  RTF  %  ^TR  RRRR  RT  RRR  4  RR  '-H'-HI'ld  T^R  4  ^Pei'MI  ?53  ^pR  RRJR  fRRT  RR  t,  RR  RRR 
TR^fa  4  fkkRd  T^t  4  TOR  R^Rl  kt  RTF  F7RT  t  3?tT  RF  ^JRr  klRRRt  RT  ^  W1  RRRT  kl  H.-t^felRl 
T5R  %  WR  RT  krft  #1  RRjk™  tl  dl'IRkl  kR  4,  RF  RRjfd  RfeMIR,*  RR  RT  RR?JRR  M<Mi|  FtRT  t, 
xr  rfrIrr  4r  4  rrr  RRjkr  4  fr  rrr  rf  rrjr  kFRi  rrt  t  fk  rr  tR^k  w  kRRi  RTfk  amt  3tr[r 

■^fe  UTRTRT  t  eft  WH  RxrfRT  fRRT  RR7R  3TW  fRT  RTJRT  t  3fk  4^4  WH  f?TR  %  3KRT  RT  RRkr 
RRR  RRf  %  FTRf  RF  RTFT  137T  fRT  kRR  3#  t,  fkk  RRRTR  fkR  %  Rkff  4  kfel  RRTI 
R7RR  fRR  dl‘1^1  4r  %  RfFRRp  RR  RF  RTRjfRR  tl  FR  RRjfR  t  RFRt  RRRT  ^pR  TRTRRT  t  37T7f  tl  Rp5 
RRR  R1R  RR%  W  35k  RTf  R>|R)4f  3Rt  tl  kfR  RfFRTRR  37TRT  tl  RFRf  RfF?TRJT  RFR!  R  RTR  cTFTf  RRRT 
tsrkTRfFRkRTtlfkRRFRTFRR;  RFft%R  RFFRkRTklRRkRf^RfkkRT  RRR  FtRR  3TTcft  tl  k 
RfFRTRT  Rp  RTlfket  RR%  FRRff  RHcft  k  3TRRT  fk?JR  3TRT  RR  RR  ^TRTcff  tl  RRpT  fRR  k  Vm  3TR  RuRfkxt 
RF  Rlftk  3fk  t^RT  RTF  RRFTT  t  kfk  RfFRTRT  RTRkl  RFF  RFRJ  R7SF  %  RRT  FRRR  RR  TFT  t  RTpF  RF  3fRR 
RRR  31lk  xr  xpR  RTRTcT  k  RRRT  RR  R%l  TTRR  RF  RIRf  3fR  RRfRff  %  kfk  t^RT  "RTT  RRFTT  tl 


9.  Purulia  Chhau  :  Beginning  of  Performance 

When  the  Purulia  Chhau  dances  are  presented  traditionally  at  the  time  of  chaitra-parab  (festival 
during  the  month  of  Chaitra ),  the  first  number  to  be  presented  has  to  have  Lord  Ganesa  as  one  of 
the  characters  and  he  will  come  to  the  dancing  arena  first.  In  the  repertoire  of  Purulia  Chhau  there 
are  three  such  dance  numbers.  In  Bagmundi  area  it  is  either  Mahisaasura-vadh  or  Parasuram- 
parajay,  but  in  Bandyoyan  area  the  first  number  depicts  how  Lord  Ganesa  loses  his  head  when 
Sani,  the  malevolent  planet-god,  casts  his  malignant  glance  and  how,  ordered  by  Lord  Siva,  his 
follower  Nandi  brings  the  severed  head  of  Indra's  elephant,  which  is  grafted  on  the  shoulder  of 
Lord  Ganesa. 

You  see  here  Mahisaasura-vadh  of  Bagmundi  area.  In  this  number,  first  Ganesa  comes  to  the  dance 
arena.  After  some  time  he  is  joined  by  his  younger  brother  Kaartikeya,  then  comes  Mahisaasura. 
First  he  fights  with  Ganesa  and  defeats  him,  then  he  fights  and  defeats  Kaartikeya.  Goddess  Durga 
then  comes  riding  a  lion.  She  vanquishes  Mahisaasura  and  kills  him  by  driving  her  trident  into  his 
chest.  You  see  here  both  Ganesa  and  Kaartikeya  at  the  right  side  and  Mahisaasura  wearing  the 
mask  is  waitng  near  the  greenroom  (can  be  seen  behing  Ganesa)  to  come  to  the  dance  arena  at 
the  appropriate  time.  The  demon  is  seen  towards  the  left  side  and  behind  the  audience. 
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10.  ^3  :  'tTfprnjT  TJcj  ^PTT^T  ^gf 

yy  ft  3J*T*T  y^2d  yft  yH  3 lei  I  cfty  ^cy  y^fd'Ml  y  Tf  *4.<=b 
i-y%yyjT-yyi  ^  TT'ifr  ytgfdyT  yyyn  y^m  yt  yyr  yffy  ti  ym^l 
yy  3,  to]<ih  yyyy  y=F  srt  gy?  yygfy  i,  fyrctf  *ft  yffy  yyr  yfty 
*y  y  I  yk  ^yfyy,  Ryf-yryt  #  yyy  yrgy  fyyr  rtr  t,  yr  yfyyyjr 
yy  yyffayr  yfydyy  %\  yyyryy  ski  y  yyyr  y^y  ttr  sr?  gyy  yrgfy 
yft  yml  i?  yft  yy  MUiR«i<=h  yryr  tt  yryiffy  tfryt  i?  fy>  fyry  yyy?  Fiyt 
%  fry  yft  yyyry  jiiju*i  %  yryt  k  yisi  yyn 
fyy  y.  9  y  yy  g?y  yyy  yyy  str  yyfffy?y  yy  yyr  yyry  ■§,  sftr 
yfyyiyr  gyy  fyryy  y  yyyr  yryf  ^g  li^i  i?i  yy  fyy.  yfyyryr  yft  yyyt 
%  ym  yyi^  yjf  gyy  yygfy  y  yyyt  yyy  yy  yigfyy  yygy  yyyr  ti  ?y 
yrgT i  k  ykr  yff  yyyy  yfdt  li 


10.  Purulia  Chhau  :  Mahisaasura  and  Ganesa  Fight 

Mahisaasura-vadh  (killing  of  demon  Mahisa)  is  one  of  the  three 
dance  numbers  which  are  traditionally  performed  first  since  they 
have  Lord  Ganesa  as  one  of  the  characters.  In  Bagmundi  area 
Parasuram-parajay  is  another  dance  number  which  has  Ganesa 
as  one  of  the  characters  and  therefore  is,  at  times,  performed  first 
but  Mahisaasura-vadh  is  the  most  favourite.  In  Bandyoyan  area 
another  dance  number  is  usually  performed  first  which  is  inspired 
by  the  pauranic  story  of  how  an  elephant  head  was  grafted  on  the 
shoulder  of  Lord  Ganesa. 

In  No.  9  of  this  package  are  seen  Ganesa  and  Kaartikeya  dancing 
and  Mahisaasura  is  waiting  to  come  to  the  dancing  arena.  In  the 
next  sequence  Mahisaasura  is  seen  fighting  with  Ganesa  where 
Ganesa  is  defeated. 
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11.  wf^nrr  tot  :  m^mi^  nro  chifife»q  ^ 

MTOTITO  TOTO  TOTO  TOTOTO  ^fcTOI  TOT  TOTf  TOT  'JTOTP  TOP  TOTOP  f%fTO-T  #TOTO  1 1  TO  12  3T&eT  TOT  TOpT  TOP  Weft 
t  TOTffTO  TO  TOM  tfk  %  TOJTTK  %  TOF  %  TOpTOT  fa  %  ^HHl'd<  ?PttP  tl  TOFT  TOTOTTt  TOFT 

TOTO  %  ^  TOTO  f  WWffq  eTW  3F1  Uy«l4  TOTT  TOTFTO  TOT  TOTO  tr  TO.  (^T  “FT!  ToTOT)  TOT  ^TTO  TO 

tototPtotot  f  topP  tot  fror,  to  tin  ti  ^Pddi  tot  t  to  Itotot  t  fro  toPt  4  to  to  totP  sTrorffr  fit 
totit  toPto  toft  Vm  Fit  fP  to1%tt,  from  ^-itt ^  ifqiRqf  to  3ffror  to  f  tt'ih  froro  tot  ti  TOfFrogr 
to  Mecf  totf  fro;  tot  tottP  TfPr  totItott  t  tf  nro  ti 

fro  TT.  9  TTO  10  TORT  3qfk  <£TO  TOT  TO  TOfTOT  TOtt  tl  TO  fTOT  TOfTO  TOT  TO  TOTMt  TOW  t,  fTOTOl  TTTOft 
trT  TfFTTTJT,  TOTftftTO  %  ^3  TT^  TOpTO  %  TOST  TOST t  TOTOt  %  TOTOI  TOffPtTO  3  TOSTf  TOTOT  tl  'JTM  TOTOTsff 
%  TOJTOT  TOTfifTOT  TO  TOFT-TOft  tl  FH  ^JTO  TOTlft  f  TOTOT  TOP  TTO  TOfeTOS  STIFF?  TOT^  TOT^TT  f  TOFT  % 
TOST  TOTpTOT  ItoTT  TOT  tl  fTOT  TO.  TOTffTOR  t  TOT  TO  'TO  TOTOT  pTOT  fit  t  TOR  TO  Trt  WTO  TO  t  TO!  'JTOfTOTO 

tot  ■;jto  flroP  toP  tto  yo.d  froPTOT  ti 


11.  Purulia  Chhau  :  Mahisaasura  and  Kaartikeya  Fight 

Traditionally,  not  only  Purulia  Chhau  but  also  all  the  various  styles  of  Chhau  dances  are  performed 
on  the  11th.  and/or  12th.  day  of  April  since  it  corresponds  with  the  concluding  day  of  the  month  of 
chaitra  according  to  the  solar  calendar.  The  chaitra-parab  (festival  of  Chaitra)  which  is  celebrated  by 
both  the  tribal  and  non-tribal  communities  in  some  parts  of  Eastern  India  for  a  fortnight  culminates 
in  the  presentation  of  Chhau  dances.  It  is  customary  in  Purulia  Chhau  that  the  first  dancer  to 
appear  in  the  series  of  presentation  has  to  be  Lord  Ganesa  who  is  eulogized  in  the  concluding 
part  of  poorva-ranga  preliminaries.  Therefore,  the  first  dance  number  to  be  presented  has  to  have 
Ganesa  as  one  of  the  characters.  Mahisaasura-vadh  (killing  of  demon  Mahisa)  is  one  of  the  three 
dance  numbers  which  are  presented  as  the  first. 

Nos.  9  and  10  of  this  package  show  the  beginning  and  the  second  sequence  respectively,  this 
picture  shows  the  third  sequence  in  which  the  demonic  titan  named  Mahisaasura  fights  with 
Kaartikeya  after  having  defeated  his  elder  brother  Ganesa.  According  to  mythology  the  vehicle  of 
Kaartikeya  is  a  peacock.  In  this  dance  number  the  vehicle  is  integrated  with  the  rider  in  the  stylized 
aahaarya,  that  is,  costuming.  Kaartikeya  is  seen  wearing  peacock  feathers  and  leaping  high  which 
is  so  characteristic  of  Purulia  Chhau. 
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12.  WZ  :  cMfrPfaH  ^  iHM*t 

ijte'pTOI  T53  fa  TTO2  3  TOjcT  Ttfa  pfR  wfafa  <I-MI*4UI ,  TTgT^TRrT  3TTOT  ffafa  3TO  TTOT  fa  JJ6UI  fat  Tfa  TOfat  TO  3TT«MlRcl 
faffa  f|  faTTOT.  ^  Id  I  fa  fafa  fa  TORT  fTOTOT  ffa  fat  t,  ?7fTO  TORT  fa- •Jc^cll  fafafa  TOcnm^cimj  W1! 

HffaMt  TOT  fa  TOR  TOR  ffaR  TO  3  fa  : 

(TO)  TOfa  ITOTOT  TO  3TTTO  TORT  TOITOH  R  tel  I  cl  fal  ffa  TOlfaffaR  TOTO  fa  fa  TORT  TOITOR  fafad  TOcI  fal 
(71)  TOH  TOlfa  TOTOI.  fat  fad  fa  R«7  TOcf  fa  fafa  TOlfa  faf  Tjfa  fat  TOTOffa  fa  fa  tfa  fa  TO  fal  fl  ffa  fa  fat  fa  fal 
(R)  fafagd  3TTcTt  fa  fa  TORT  WR  fafat  TORT  fal  fa?l  fa  W  fatfa  fa  ffa  3RcTT  fa,  TO  fat  Ttfal  fa  TOlffa  TOT  facTT  fal 
(tj)  chipfad  fat  fa  fat  WTO  TO  TORT  fa  fa  ffa  fa  fa,  TO  fa  RffafaT  TOTRTffa  TORT  fa  fa  Wlffa  TOfa  TOW 
falTOTR  fa  fal 

C^)  fa  fa  fat  fa  TOlfa  TOW  fa  TO  7TTOT  fa  TO  fat  fa,  TO%  TTT*T  Rfa  fa  TOTTOTt  fat  fa  fal 

(to)  fa  fat  fa  fafatrgr  fa  faar  fal  fafawr  fat  tottot  fafa  fa  fa  to  tot  tort  fai 
TOjffa  TO  fa*TT  tot  fro  fa  TOcpT  fal 


»££3&~ 


12.  Purulia  Chhau  :  Defeat  of  Kaartikeya 

In  the  repertoire  of  Purulia  Chhau,  all  the  dance  numbers  are  inspired  by  stories  from  the  Ramayana,  the 
Mahabharata  or  any  of  the  Puranas.  The  episodic  structure,  however,  differs  from  that  of  the  source  because  of  the 
choreographic  requirements.  For  instance,  in  Mahisaasura-vadh  the  sequences  are  as  follows  : 

(a)  Ganesa  comes  into  the  arena  and  shows  his  prowess.  Kaartikeya  then  comes  and  he  too  shows  his  prowess. 

(b)  Lord  Siva  comes  with  his  vehicle,  the  Nandi  bull,  and  dances  to  bless  his  two  sons.  He  then  makes  his  exit. 

(c)  Mahisaasura  comes  and  shows  his  prowess.  Ganesa  comes  to  teach  him  a  lesson  but  is  defeated  by  the 
demonic  titan. 

(d)  Kaartikeya  comes  to  avenge  the  defeat  of  his  brother  but  is  humiliated  by  Mahisaasura  who  defeats  him  and 
drives  him  out. 

(e)  Finally  comes  goddess  Durga  on  her  vehicle,  the  lion,  accompanied  by  Lakshmi  and  Saraswati. 

(f)  Fight  between  Durga  and  Mahisaasura.  The  latter  is  defeated  and  killed. 

The  fourth  sequence  of  the  dance  is  seen  here. 
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13.  157  :  3TFcHI'0  MpjNI^T 

yd1*  fIt  hiff  FfTF,  wi'  ff  3h-o£s>i  fI  ft  htt,  ff  arjcff  uftf!  fftt  ft 
sfft  3TF=I  FFFf  FT  ^c(dRd  Ft  FTT,  3d  I  gb  H u  I V  Pi  <H  'gFTSff  FFT  y  dish  41  FTFff 
ITTT  3TFFT  Mdlstm  sfk  WRt  TFFTF  y<Pfd  FRFT  t,  rf  FdfFT 

FbJ  f4  FRHlPHd  FT  MdlPdd  FTT4  %  FR  FF  FT  F%T  FTTFT  f  I  FF  fFF, 
FfFFTTJT  ffTTT  FT#%F  FTf  FTFFTfFF  f%F  FT4  sfk  ^TF  IF  TFTT  ^  FTFT 
fHFIvl  FFf  %  M^FId  FfFFTFT  f4  3HI sb -M u| y pod  tJFT  3  y<P4d  FTTTTT  || 
fIfftttt  f4  ,JjfFFTT  ffftI'  Frfcq  f  artr  ^fdy,  %ff  FfF  Ft  FpjFFt 

dad'll  Fit  FF  fjP-lFil  Ft  FTTft  ill  FF  dF>  FrfFT  Fit  ^JcF  dFidlFi  FT  TT-ft 
FFTt  FT  FFIFT  FTFT  F  Fl,  FF  FTT  ’jfFFTT  Fit  FFTFFFTeft  FF  3  FTTjF  FFf 
FiT  TTFFTTI 


13.  Purulia  Chhau  :  Arrogant  Mahisaasura 

Every  heroic  character,  whether  he  is  good  or  evil,  shows  his 
prowess  and  haughty  temperament  by  taking  fantastic  jumps 
and  landing  on  his  knees,  aggressive  postures,  and  walking  in 
an  arrogant  manner,  especially  when  the  dancer  takes  his  entry 
and  after  humiliating  or  defeating  the  enemy.  The  picture  shows 
Mahisaasura  in  an  aggressive  posture  after  humiliating  Kaartikeya 
and  having  driven  him  out  of  the  dancing  arena. 

The  role  of  Mahisaasura  is  quite  difficult  and  therefore,  only  the 
very  experienced  dancers  are  given  this  role.  Unless  the  dancer 
has  mastery  over  all  the  departments  of  the  dance  techniques,  he 
cannot  play  the  role  effectively. 
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14.  wf^raT  T53  :  Tgg  '^fk  k  kck 

Tffo  'JRkTR  WS  TJeTcT:  TicjT  r!  ^|TcT  kt  3HM*kl  kkt  t,  3TcT:  f*T%  M<M-!.MIrt  WR  k 

kl  75ft  Rfki  ti  kfk  3  kkt  tr  Tk  Rkkf  4'  3  ^if,  rtr!  3fk  kkn  R^kakkr 
tl  ^lf  3?k  kklT  'jfwi  ft^R  RFt  R3f,  RRR  ^  Rfl  RRR  RTtl  WT  t, 

RTeff  TR,  tj^R  r!  %T»JR  WU  RFff  tl  RnRkpT  t.  ^TnTT  RTRt  3R!R  ^  Tt^TT 

TOJcl  Mft  t  3?k  fHfkR  RT§1  tRr!  RT  UR  tt  Utf  R3RI  TT^kt  Rjt  Rfkf  kt  RfTT  UT 
TfIrrt  kt  fntt  ukf  u?Rt),  ^  tjru  Rftkl  %  rur  fkkkr  m^Mik  mRkt  ti  (tfek  fuu 

k.  4 )  I  UF  fku  y<n»ld  RRT  t  1%  3RU  ufRR  %  RM  ^  T7T  T«RT  UT  uk?T  RR  %  UR. 
'j7Tf  TRR  D  HRMcdl  RUl  %  fTR  SRR  R1R  ?k  TR  -H^K  t)  Rffit  tl  ?k  Rt  UTRrfkR  TR 
t  kw^kR  Iurt  rrt  ti  Jffk  %  ukt  f  tk  tl  uuffkR  uHfr  «ni 

t-H-sl  RR  UTT  3hI vji fcjl  tjrt  y-^d  utf  UT  •Hdidl ,  3R:  %UR  tl  '-JtU  'ifddl ,  UT  R!> 

^4<+>k1  ■gRt  urr  ^  tl  ufkuRf  un  sliuwl  ^jtu  klk  tk  uk  ^?tr  ufkuT  ^s,  % 

uk  TRT  UTh  fklUTRcfT  y<H  =b<.dl  ti 


14.  Purulia  Chhau  :  The  Goddess  in  the  War  Field 

Since  Purulia  Chhau  is  basically  a  very  vigorous  style  of  dance  there  are  very  few 
female  characters  in  its  traditional  repertoire.  Of  the  few  divine  women  characters 
Durga,  Kali,  and  Seeta  are  worth  mentioning.  While  Durga  and  Seeta  wear  saari 
like  the  women  of  Bengal,  Kali  wears  almost  a  male  costume.  Obviously  because 
Kali  executes  very  virile  dance  movements  and  wearing  a  saari  would  be  a 
hindrance.  The  demonic  female  characters  like  Taarakaa  or  Soorpanakhaa,  also 
do  not  wear  saari,  but  the  typical  trousers  that  male  characters  wear  (see  No.  4  of 
this  package).  After  entering  the  dance  arena  with  her  retinue,  Durga  rides  on  her 
vehicle,  the  lion,  to  confront  the  demon.  The  lion  is  costumed  rather  realistically.  It 
is  the  lion  who  is  most  active  in  the  fight  between  Durga  and  Mahisaasura.  Since 
Durga  is  wearing  a  saari  she  cannot  do  vigorous  movements,  but  strikes  many  a 
belligerent  posture.  It  is  the  vigorous  dancing  of  Mahisaasura  and  the  typical  agile 
movements  of  the  lion  that  impart  to  the  fight  scene  a  climactic  character. 


kR  tjR  ufk^nn 


Centre  for  Cultural  Resources  and  Training 


Purulia  Chhau 


15.  W5  :  W1 

f33  4'  13  4734  t  f37  441  <£ftf  4  3j3r  3T337  f37[3T  1T3  k  f4l3T  4,  3t  *7^117^  34  wft  kl  431  t,  f3773 
^  I  f°K1  ^  1 1  <rfl  31  Ml  Ml  ^lH+d  33  3%WR  <4  33*  I  33  3T74  33  37f333  f3v3T  3T3T  1?  33  d4<Ti  13  3337  k  33  37 
3734  7373  TOT  3><4  k  f37  Tf3>  3333  3ft  111  3*1  M*kjd  ll  31dl  ill  f33  3,  'Jff  441  %  33?T  %  333  3)  mR^-I 
•JrM  7777373  4  3TJTI,  ~F%  3731  31  333ft  ill  77371  3T3t  37k  ‘l^kl  I4<sll^  4  74  ill  PmR  3T3l  3  *7 1 41  3fk  did 
Tlisl  313  ITf  441  73*731,  3T7  %  3iH<.  <341  441  '^nf,  333  <H|41  333  377331  441 ,  ^3f  441  33  f3?p3  33T57 
7ll  t,  3fl3T7JT  37331  7777377  k  T^rf  441  37  3177  334  34  ^3  33  717  'll  3fk  3/333  3Tfl4i  37k  33f43T3  4, 
fkk  3fk3T37  4  337  773T  tl  333  %  37f3ft33  3RT  33l  3f733  tl 

Yfl  33  37^3  3T3  33^J3T  t,  373f7f  ‘33  33TTR  13  kkrf337  7jfcf37eTT  %  f3373  37t4  %  kTR.  441  %  3T3  34 
37337  3733=1  k  341  3713  ^ff33  fj^fTk  cd J 1 1 4  3774  4  77371  %  333  773T  -  7133  %  3k7  173  3 1  373:  7F3 
18  ^433  ^3Tk  333  f373  3l4  ll  (4k'  f33  3.  7)  Tjkfkl  f33l37.  3l4  41  t  373:  3  41  ?3  ^433  3kff 
34  3774  ll 


15.  Purulia  Chhau  :  Mahisaasura  is  Killed 

In  this  picture,  we  see  that  goddess  Durga  is  taking  the  deadly  trident  which  will  pierce  the  chest 
of  Mahisaasura  to  eliminate  that  powerful  but  demonic  force.  When  the  killing  is  enacted  all  the 
dancers  take  their  positions  in  such  a  manner  that  a  kind  of  tableau  is  formed.  Almost  the  entire 
retinue  that  came  into  the  dance  arena  at  the  time  of  Durga’s  entry  can  be  seen  in  the  picture.  In  the 
extreme  left  Ganesa  is  partially  seen.  Then  from  left  to  right  are  seen  :  goddess  Lakshmi  wearing 
red  saari;  goddess  Durga  standing  on  the  back  of  the  lion;  goddess  Saraswati  wearing  white  saari 
and  handing  the  trident  to  Durga;  Mahisaasura  trying  to  strike  Durga  with  his  sword;  and  on  the 
extreme  right  is  Kaartikeya,  partially  blocked  by  Mahisaasura.  Except  the  demon  the  rest  form  the 
retinue. 

The  other  name  of  Durga  is  Dasabhujaa,  meaning  ’ten-armed1.  To  come  close  to  this  mythological 
iconography  the  goddess  is  given  eight  artificial  arms  made  of  plywood.  Ravana,  the  demon  king 
of  Lanka,  had  twenty  arms.  Therefore,  he  is  given  18  artificial  arms  as  can  be  seen  in  No.  7  of  this 
package.  Since  the  mask-makers  are  also  carpenters,  they  make  these  artificial  limbs. 
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16.  :  TTTT 

^J^faqr  wz  %  tto  ■qr  tfifr  3  qfrq  ^  qrTjfqqf  qrt  wit.  qirqqq  sroqT  srt  fqqft  qmfnra  qrqr  qff  qqrqr  q  srfqqr 
^  ti  30  q?q  q^Pciqi  itqt  I  qft  wi=M°q  qft  qr«TT  qrt  qfq  qfarfdd  qq#  ti  qqrTqq?.  trtt  ^  sttt  qqr 

3-tt^j  f##;  qrt  3rrt#  #  #  qq  ^r#  #  qqq  #  3tr#  #qT  ti  3ff#r  st#^  #rrq  qqq  q  3t#«tt  q'  qq  %  TRfqRqr  qrt  qrrjq 
tqrqr  Rim  ti  qqr  #  qq  q  tt#  #rr  qqqr'  qrt  qrrjq  qqqr  qqq  q#  t,  3R:  1#'  #  qqqq  tt#  q  qrqq  f#qT  rrt  ti  qqr#  qq, 
q>i45hH  qqgfq,  qq  sftr  TTtqT  %  fqqR  qrt  q##q  qq#  ^qq  mg#  #  qqrq  ##  ti  if##,  qfq  qqFRi  %  tt#  mr#  qq  qqr 
it  qq  q  mgq  qqqr  i|  #  qq?  qirq  q#t  qr#  qr##'  qrt  mgq  q#  f#qr  rrti  qrqfqqr  mg#  qq  gqr  qqq  qq  q#  rr  % 
m#  qq  m##  #ttt  f#rr  qqiq  q#  it  qqqfh 

qq  aqqqqqr  t  #r  qqq  qq^qrq  mg#  qqt  ##  #ttt  q  qqqq?  n#?T  qq?  3##ttt  qq  #'  mgq  ##1  mt  mg#  %  «ik,  srqrq 
qrqiqrq  #  qqiqq  qrt  mg#  qft  rt#  ti 

qr.  qm  qrt  qqq  qq  fmti  qqT  f  q«q  qqi’jfqq  qq  sflqq  qq  fmn  rt  tit  ii  ##  qqr  mq  q#rr  qqq  #qq  %Tgqr  qqq  qq 
grq  m  grqra  qqrqT  rr  %  #rg  #rtr  qq  tit  i  1 

q.  im  qtt  gfaqrT  #*tr  m  q#rr  gft  ttti  #qgqT  qqq  qq  #qq  i  #tr  sro#  qqt  smt  qft  mftsn  qq  tit  ti 


16.  Purulia  Chhau  :  Rama  and  Lakshmana 

In  the  repertoire  of  Purulia  Chhau,  dance  numbers  inspired  by  the  Ramayana  outnumber  those  inspired  by  either 
the  Mahabharata  or  any  other  pauranic  work.  There  are  30  sequential  dance  numbers  that  cover  the  main  story 
line  of  the  epic.  The  sequence  begins  with  the  episode  of  the  accidental  killing  of  the  young  ascetic  Sindhu  by  King 
Dasaratha.  The  last  episode,  that  is,  the  thirtieth  episode,  is  the  coronation  of  Rama  in  Ayodhya.  It  is  not  possible  to 
present  all  the  thirty  episodes  in  one  night.  Therefore,  they  are  performed  in  two  sucessive  nights.  On  the  first  night 
the  performance  ends  with  the  dance  number  depicting  the  marriage  of  Rama  and  Seeta.  If,  however,  Ramayana 
numbers  are  to  be  performed  in  one  night,  less  important  numbers  are  left  out.  The  performance  however  cannot 
end  without  presenting  the  number  that  depicts  the  killing  of  Ravana  by  Rama. 

It  is  obligatory  that  the  first  presentation  has  to  be  a  number  that  has  Lord  Ganesa  as  one  of  the  dramatis  personae. 
After  this  number,  usually  the  Ramayana  numbers  are  performed  sequentially. 

A.  The  finishing  touches  are  being  given  to  Lakshmana's  costume  and  another  dancer  after  wearing  the  costume 
is  waiting  for  the  mask  to  be  put  on  his  face. 

B.  The  dancer  to  play  the  role  of  Rama  is  shown  fully  dressed  and  ready  to  perform. 
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17.  wf^TTT  T3R  :  fa?c*lfa;<  7T%rT  TTR  3ftT  cT$*TRT 

OHI'H'JI  %  RRREFR  xm  3rk  RTSFnR  im  FIF+I  RWft  Rfj  RR  FTcTf  R5t  RRRT  RTRRf  RRgfr  R  tl  fRTf  RFef  RTF!  RFfRlRTR  R 
kwh*  F7TTR  %  FTRR  ^  t  3^  RRRRT  RR  Tf  R7I  RR  W  ff  R<?fH  RR  T#  RSTrT  R7T  faRIT'JI  Rmf  %  %TT  RRT 

T*  RR  3TtR  ?IWI  Rff  RRTR  RRTR  RRR  Rff  fRRcft  RR?f  fl  RTRRf  ^?R  RR]fR  R  3RRR  R  RR  37k  RT^RR  RRRt  RfRTT  3TR  RRRTR 
f^3T^  I  RTl%  fRTRTfRR  r4  fRTRTR  Ft  Tl%  1%  RRf  RR  R8JRI  R7f  RRR  R  RRR  t  Rft  RRffRRf  Rft  ?RRR  RiRf  %  RRRf  R7 
RIRR'JI  ^  f  | 

fRR  R,  RR  3ftT  RTRRR  RTt  FRT  R  R7R  R7RR  fR  ROT  RT  RRRTT  tl  RF  RRffTRT  T5R  Rif  Mw  RfR  tl  ^fRT  %t  RT  RTRtRT  RfRT 
Ft?R  t.  3RT:  RrfR  RtRRT  Tlfft  Rif  RfRRt  ?TR  RRR  RTR  ^TRR  RR  RRRTT  tl  RR  Rt  Rifi  RcfRT,  fRRtRRTT  RF  RcpR  Rf  RTRRFi  R^R 
RTt  RRJR  RRRI  t,  fRR  RT#  RF  3RRR  Ft  RT  RR,  RF  RRR  RTTR7R  3TRRT  RftR  RT  RfTRT  Rif  RFfffa  RR^  %  fRRTT  FRT  t  RfTEf  RfRRT 
F  3TtT  3tFrrrr  RRR  TJRRt  %  RRT  RT  Rf4  3RRT  tl  RTRt-RTRt  RF  FRT  R  Rt  ^R  RTRT  t  sfft  fRR  TJRRt  %  RRT  RR  RfR  3RRT 
FI  RF  RFI  fRTRRTF  RR  R  RRRRTRt  ^  ^  t.  RT  RRRRTt  Rtcft  R  RRRTRRt  RR  RcR  ^PdRI  ?5R  %  ^  %  r|^4m{R  RRjfR  R 
rHs  RRRT  tl 


17.  Purulia  Chhau  :  Rama  and  Lakshmana  with  Viswamitra 

In  the  Ramayana  sequence  this  is  the  seventh  number  in  which  Rama  and  Lakshmana  kill  demoness  Taarakaa. 
In  the  previous  sequence  Viswamitra  goes  to  the  court  of  Dasaratha  and  requests  the  king  to  lend  the  services  of 
Rama  and  Lakshmana  for  liquidating  those  demonic  beings  who  are  creating  all  sorts  of  trouble  for  the  meditating 
ascetics.  The  seventh  dance  number  begins  with  Rama  and  Lakshmana  showing  their  valour  and  prowess  so  that 
Viswamitra  will  be  convinced  that  the  two  are  capable  of  exterminating  the  demons  who  infest  the  places  where 
ascetics  meditate. 

In  the  picture,  you  see  Rama  and  Lakshmana  taking  high  jumps  in  the  air.  This  is  a  typical  movement  in  Purulia 
Chhau.  Since  the  face  is  masked  the  dancer  can  be  expressive  only  through  the  movement  of  the  body.  When  a 
dancer,  especially  the  one  that  portrays  a  heroic  character,  be  it  good  or  evil,  wants  to  express  valour  or  anger  or 
display  his  prowess  he  jumps  high  into  the  air  and  comes  down  often  on  his  knees.  At  times,  he  takes  a  turn  while  in 
the  air  and  then  comes  down  on  the  knees.  This  is  no  doubt  acrobatic  in  character,  but  in  a  vigorous  style  of  dance 
as  Purulia  Chhau,  the  acrobatic  element  enhances  the  aesthetic  appeal. 
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18.  W#RTT  W3  :  dl^cbl  %  TTTST  ^ 

^  ^  ■grgcT  ffn  (tt.  17)  %  ft  Tiff  f  li  ^tft’  Tiwt  dis+i  #1  7m  #7 

ftlT  ^  77TTdT  tl  TOfft  dl^chi  #f  T7T7  ^77  TThTTI  ft#  1 1  Tfjjf  ff?##T  # 

W  wi  f  f ,  ~qr  3  fgrt  f  ^rff  f  7#  ti 

^TFT  1Tr  71^771  #t  fYT'rRT  HTH  ff  #m  -^I  cTTSdil  7#  #77  f,  ^  ^7#  f#  ^  ^ 
TFIPT  777#  dff  W#  tl  (f#'  f^RT  TT.  14  3Tt7  15)  ^7#  TJ^Cf  #7#  (##  f#T  TT.  4)  UTTT 
■q#t  7#  ^7T#  fffw  Wirt  #t  #ft  7?7  TT#  f  I  77#  TT^Rft  ##T  Mldd#  Wdf  f  I 
fffff  #,  %^1  ^Trft  ft  ff  HlddW  tUT^T  477#  t,  4T#1  #771  7TT#  WTift  f  I  ^7T  sTRT  ft  ft 
45?  TTH1  W  tRkTT  f  1#  f#T  7#  #7#’  #)  TOsbHdl  #  Tjof  4774T  f#T  f ,  TT#  W75T# 

HSdiy,  ^nf  f ,  ^gif  f#r  4?  f#  #74  ft  ttt  ^  #74  ft,  4#f#  ttt#  tfh  tt  7#  #74 

H  7 1 SJ-)  H  d  I  ft  1J3f  4  Rif)  #t  y^d  dfl  di<  <H<4)dl  I 


18.  Purulia  Chhau  :  Fight  with  Taarakaa 

It  is  the  continuation  of  No.  17  of  this  package.  Here  the  demoness  Taarakaa  is 
seen  confronted  by  Rama  and  Lakshmana.  The  dance  number  ends  with  the 
killing  of  Taarakaa.  Rishi  Viswamitra  is  there  but  is  not  seen  in  the  picture. 

The  costume  of  the  demoness  is  worth  noting  here.  Although  Taarakaa  is  a  female 
character,  she  is  not  wearing  a  saari  like  goddess  Durga  (see  Nos.  14  and  15 
of  this  package).  She  is  wearing  a  pair  of  typical  trousers  as  worn  by  the  male 
characters  (as  in  No.  4  of  this  package).  All  the  demoness  characters  wear  such 
trousers.  Among  the  goddesses  only  Kali  wears  such  trousers,  the  others  wear 
the  saari.  From  this  it  may  be  presumed  that  those  female  characters  who  are 
required  to  dance  vigorously  are  costumed  with  trousers,  be  they  divine  or  evil, 
because  the  saari  does  not  allow  the  dancer  to  perform  vigorous  movements. 
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19.  *53  :  TfmT  W-y'cH  ^  TTcRTT 

R^fdRI  Rr  OT¥I  RTRTRRT  3  STOcff  RR]tR  3  RtdT  %  fRRTT  R  RRRTsjf  R7t  ^RcTTCr  RRftfa  t'l 

RRRTRTf  Rft  W-cIHI,  RTRRffRT  1%lfecT  TJeT  RRfnT  <1  HI -M 'J|  RR  RFf.  RRt  RRTRlt  4'  HtdRvM  RR  RRJR  RRRf  RRR 
R'lltfl  <?*4l'd<  %  RPRRT  ^fdRH  R  wl'  ^JT5  RTTHTft  RT^t  3TfT  mR^cIh  *ft  fRRJI  d«|g{U||8f,  RIo-hITR)  m4=H  W 
RR  <S  exits  RRf  RRRll  fR  TTOIROI  R  RRRT  RT|  RfR^TT  RR  tRRT  t  fRT  Rft  *ft  qm  ftra  %  RRR  Rft  RJRK  RR 
RT%TT,  RRRR  TftRT  3  fRRTF  iRti  Rrf*FT  WTI  RT  R|TR  R  TRTTSff  3Tk  <M^>MkT  ^  tFJRK  Rt  RTR^  RRcR 
RmT,  RT  rR  3TRRRrf  R|  <|c(u|  %  R^cTR  RR  RTRR  RTF  RRTl  RexTTsf  H?f|  1?l  ^rfRRTR  t.lHIRIJl  R,  RRt  'TRRRT 

Rt  HiicbR  ^r  r  Rfnfa  Rrtt  rrt  fi  ir  rrt#  rtrtrt  %  sfjrr.  im  r%r  rt^  itrt  3rfc  <n^>hk,  rRt 

TRRRI  Rtt  fR  RR1  R  3TnT|  3RR  rR  %  RRR  RRR  Rt  RPJR  RT|  RrR  R  3TRRRR  TRT  RRT  ^rR  RFJRTC  Rt| 

rR  rtrti 

RT.  <IRUI  RT|  TRRRT  RRT  R  yR?|  RRR  R7R1  RT  RRRTI  't'l 

TR.  RRR  RRRIR  RlR  %  RJR  R7t  RRR  %  fRli  RTff  RTlRm  RR  TFT  t'l  RRT  RRRT  RtrjRRRT^RT  tn  I#  tl 


19.  Purulia  Chhau  :  Ravana  in  Seeta-Swayamvara 

In  the  Ramayana  sequence  of  dance  numbers,  the  eighth  depicts  the  series  of  events  connected 
with  the  marriage  of  Seeta.  The  episodic  structuring  does  not  follow  the  original  Sanskrit  Ramayana 
written  by  Valmiki,  but  the  Bengali  version  written  by  Kritibaasa  who  has  made  additions  and 
alterations  while  rendering  the  epic  in  Bengali.  For  instance,  Valmiki  does  not  mention  about  the 
swayamvara-sabhaa.  In  this  Ramayana  there  is  mention  of  the  vow  of  Janaka  that  whoever  can 
tie  the  bowstring  of  the  bow  of  Lord  Siva,  will  be  married  to  Seeta.  Many  kings  and  princes  came 
at  different  times  to  try  if  they  can  tie  the  bowstring,  but  all  failed.  There  is  no  mention  that  Ravana 
also  tried.  In  the  Kritibaasa  Ramayana,  Seeta-swayamvara  has  been  described  dramatically. 
According  to  this  Bengali  version,  many  kings  and  princes,  including  Ravana,  came  to  this  assembly 
(sabhaa)  of  Seeta’s  swayamvara.  Like  all,  Ravana  too  was  unable  to  lift  the  bow  let  alone  tying  the 
bowstring. 

A.  Ravana  is  seen  entering  the  swayamvara-sabhaa. 

B.  Ravana  is  trying  hard  to  lift  the  bow  of  Lord  Siva.  King  Janaka  is  watching  anxiously. 
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20.  wfrRTT  WS  :  TTR  SPJtTTT  %  fcFTT  ckrHI 

ttff  fFF  <ihn'ji  ftftfft  if  straff  y^Pd  ftt  #  ii  fftF  %  f^r=r  F  ffT  ^it  fe  tiff  ffftf  Iftf  % 

f^TTeT  FJF  FT)  FFPt  Fff  FTgf  cb'lHfUfl  FR  J%  f  I  FF  TTFF  FlTTT  TTSTTT  Ft  FJF  Fit  FFFt  R  3TTTW  TFT,  TTF  TTFT 
FdFi  I^TTm  Ft  FT,  FfTTFT  F^Fft  #FT  fo  F^  ’ft  F^FTT  FFf  FTF  TTFFTT  afa  T^TF  Fft  FT  RTtcfT  3R5RR  FTFlft 
Ft  IF  FTThtl  FtfF  Pcl^cdpHy  A  TTFT  FFFT  Fff  4WIH1  FT  FF3T  FR  TTF  3  FJTTTT  FF  FTFF  Ft  %T  FiFTI 

fTF  F  FF  ^T3  TTFRf  F  :  (RTF'  3  FFt)  FjfF  fFTFrfFF  TFT  Fit  FFFH  f?TF  %  *FJF  Fit  FJFTT  FFTF  %  %F 
FiF  T#  f|  FFT  TFT.  FTSFF  3tk  TTFT  FFFT  FFffFF  tl  FTF^  F  FFFTF  f?IF  FF  FJF  tl 

FifF  fFFFTfFF  FF  FTFPf  FtFT  FFt  tl  FF  FFT  tjFF  FftF  t  FT  F#t  fFF  f ,  3FF  FTFf  Fit  Ffft  FTFFTF  FF 
^TteT  FTFF  FFt  fFTFT  t,  F-FlF  FFTTFt  -JFF  Fft  FffF  Ftcft  FFFt  F^  tl  fFR,  F#t  FTlfel  FTFF  fFRTT  t,  FT 
?M  fW  FFf  tl  FF:  FF  W  t  fFT  FFT  FFTF  FTct  FTF.  Fft  t  F  Ft  FTFFT  Ft'  F  Ft  F^TTTt  FftF  Ft,  FFFit 
RTF  TRFT  FFt  Fit  FTcft,  %FF  H.TFMI  TTFTF  fFRTT  FTFT  tl 


20.  Purulia  Chhau  :  Rama  is  asked  to  Tie  the  Bowstring 

This  picture,  is  also  of  the  eighth  dance  number  in  the  Ramayana  sequence.  In  No.  19  of  this 
package,  you  have  seen  that  Ravana  is  trying  hard  to  lift  the  huge  bow  of  Lord  Siva.  When  a  titan 
like  Ravana  failed  even  to  lift  the  bow,  King  Janaka  became  very  depressed  because  he  thought 
that  none  can  tie  the  bowstring.  In  that  case,  Seeta  will  remain  unmarried  throughout  her  life. 
Rishi  Viswamitra,  understanding  the  anxiety  of  King  Janaka  asked  Rama  to  try  if  he  can  tie  the 
bowstring. 

In  this  picture  you  see,  (from  left  to  right)  Rishi  Viswamitra  asking  Rama  to  try  and  tie  the  bowstring 
of  the  bow  of  Lord  Siva,  you  can  also  see  Lakshmana  and  King  Janaka.  In  the  foreground  is  the 
bow  of  Lord  Siva. 

The  aahaarya  (make-up  and  costume)  of  Rishi  Viswamitra  is  worth  noting.  Although  he  is  a 
male  character  he  is  not  wearing  a  pair  of  trousers  like  the  others,  but  a  dhoti,  like  any  Bengali 
gentleman.  Again,  he  is  wearing  a  mask,  but  there  is  no  headgear.  It  is  therefore  evident  that  minor 
characters,  if  they  are  neither  heroic  nor  demonic,  are  given  realistic  aahaarya  with  the  exception 
of  the  mask. 
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21.  *53  :  TR  qp  33T?f  p 

<IHI«4>J|  %  d7«TT5Tq  3TOcff  TOjfd  3  dF  #  Hld.=hl-M  %RT  ||  dp  ^  ft 
dTFTdt  Wd?T  t,  fort  *ft  ^fSHH  ^qfdrT  £K?  fcfel  TJ!M^«7T  dff  pt  ?rf*m  f  <dh3 

■^K  ’ft  TJdT^  'STTTT,  ^  db*TT  3RdT  OTTftfa  dfft  Tgfcft I  TFT  *Fpr  %  fddTR  3TT?t  f,  cT^t  TT^I 
T?Pf  TTHR  ft^  pTTC  t  f%  d  Wd  'itd  ddl  FfdTI  RdT?f  t',  cT^  F?pF 

TIFF  ^  *FTd  t,  UTFT  FtF  tl  djft  r«|!MlfiU  d|d  TFFT  t  3fk  t  Ffdf  F1*T  R3T  dd 
TTd  *tt  3TT?Mf  ^  tl 

TT1  -1R<*Th  ‘CR.  RPTcT  f  fp  ^nt  dTcdT  TPftcT  SWM  d^t  3TR  dFT?TT  tl  dF  %Tt  ff«tt 
t,  ^TFT  3ffadT  dfdMd  -rtf  t,  TR  fdR  tt  cj|dM{'J|  dT<i<*>>-l  WeTcTT  t  Rfptrf  f|  if#'  f . 
3HCHH<,  filed  qiddi  filed  %  cd'dlc-Hdi  dldl  dft  'dleddl  t,  sftl  36l  eddirddi  3f?T  «Mldl  tl  dF 
PUMIMH  FRTSfd  dFt  t,  dTd  fRt  dR^l*)  3t|  +  tjiJ|  t  c[fe  tteft  tl 


21.  Purulia  Chhau  :  Rama  Lifts  the  Bow 

It  is  a  very  dramatic  moment  in  the  eighth  dance  number  of  the  Ramayana 
sequence.  The  audience  already  know  the  story,  yet  such  is  the  power  of  a  myth 
created  by  a  genius  that  even  if  told  a  million  times  the  story  does  not  lose  its 
appeal.  When  Rama  comes  near  the  bow,  the  entire  audience  wait  with  bated 
breath;  What  will  happen!  When  he  lifts  the  bow,  the  audience  feels  much  relieved. 
Rishi  Viswamitra  is  happy  and  blesses  Rama  raising  both  his  hands. 

At  this  dramatic  moment,  the  accompanying  music  covertly  enhances  the  appeal. 
It  is  a  situation  when  there  is  not  much  of  activity,  yet  the  atmosphere  is  charged 
with  dramatic  intensity.  At  such  moments,  more  often  than  not,  the  dhol  (barrel¬ 
shaped  drum)  player  recites  the  rhythmic  syllables  of  the  drum  while  playing  the 
same  rhythmic  passage.  Strangely,  it  does  not  jar  on  the  ears  but  heightens  the 
dramatic  appeal. 
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22.  M+xIh-UI  :  TT^FT  &FJR  3F7T  77RT 

TTORl  %  RS>TTRq  Rt  3TBRf  Rjf%  Rt  RR  Hld+lq  STcfR!}!  RR 
TFf  tl  fel  (R.  21  )  3  FR  ^3^  t  fo  TTF  k  R1RH  fyp=l  %  RFR 
RJ3  Rt  331  f^RTT  tl  3R1  k  RJcTR  Rt  3RT  RI  R3t  %21  RRt  t,  TFT 
sm  trttc;  ft  siftm  *jk  %  riff  Rfj  tf  rffT  t  zz  ^tift  t.  fkw  tl 
FfRTl  tl  fet  t  Flk  t  FRf  FF  FT3  FRF  t  :  T1F  t  Ft  FT  RJF  RT  TR 
rm  Ifttti  frfi  f sit  t  3rk  ^en  rwt  fFFm  rfIf  R  fft  ti  rsrtr 

3Tk  'JH=h  %  fTf  UR  <M<JHK  t,  R[  RJF  Rt  dlsH  F  3TFRF!  Ft  FR 
®TT  3tlT  TR  tlel  FldR  Rf  tm  RT  FRFI  t  Rt  RF  Rtf  tWrTl  fR  ^JrR 
TFTRR  FT  RFI  tf  Tipi  t,  RTTR  RF  FR  R?5  RTFF1  tl  tkf  RTRR  R?fRf 
Rt  3TtT  Rsl  R>T  tkl  %  FIR  <ol<n  RRTRT  3TFF  FtFT  F'fld  %  RT^  tt  FF 
RTF  tt«Tft  Rt  HldcblA)  uFra  Fit  RR1  TFT  tl 


22.  Purulia  Chhau  :  The  Great  Bow  is  Broken 

The  highly  dramatic  moment  of  the  eighth  dance  number  of  the 
Ramayana  sequence  continues.  In  No.  21  of  this  package  we  see 
that  Rama  has  lifted  the  great  bow  of  Lord  Siva.  When  he  tries  to 
pull  the  bowstring  taut,  under  the  tremendous  pressure  exerted  by 
Rama,  the  bow  breaks  into  two.  In  the  picture  from  left  to  right  are 
seen  :  Rama  holding  one  half  of  the  broken  bow  and  the  other  half 
lying  on  the  ground  between  Lakshmana  and  Janaka;  a  prince 
who  failed;  and  the  dhol  player  who  does  not  see  what  is  going  on 
in  the  dance  arena,  since  he  knows  the  scene  by  heart.  Looking 
at  the  audience  he  is  playing  his  dhol  enthusiastically  to  enhance 
the  dramatic  intensity  of  this  climactic  situation  through  the  magic 
of  his  drum  music. 
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23.  :  <ih  3ffT  fllcll  cfTT  fqqifj 

ffff  fqq  qf  <ihi-h‘ji  %  qrqTqqr  qff  srreqf  ^qq  qqjfq  qq  tl  q^f  fq  f  %  qffn  qq  qff 
3Tk  <=hhmi  hshm  %  ffqq;  qq  iqf  t,  qqfff  qq  qMT  fqq^  qqr  qrqqff  qqr  ^qqr  qft  3qqf  qfq 
^  T^q  ff  qqtqqr  qqqf  ti  qrqf-qrqf  ^qq^  qf  qqqf  qft  qqqf  qqft  %  ?q  q  qqfqqq  qqff  % 
%q  qqf  qqqr  qff  hmi  qqqmT  ti  qqqqr  4’  ^ffqqt  qq;  f\  qMT  qqqqft  ti  ?jqqr  qqi  ff 
qrgqft  qft  qqqt  qqft  %  qq  q  qrf  qff  ^qq  %  qiq  3qqT  fi  qq,  fqffqq  qqjq  qfqr  qf  qq 

qrf  HMI  H5HI  q?f  ill 

atfqqKR  qqjq  qq  qqjfq  qft  qfq  %  qiq  qq'q  3  qqfft  qqff  li  qq?  qijq  qfq  qq,  qq  qq 
qqqn  fqq  qq  qqq  qjq  qtef  %  qiq  fqq  q  q%  qq^  t'i 

qfq  HHiqq  %  qrqTqqq  qff  qf  qqqq  qqf'  q'  qqjq  fqq  qjqj  f  qf  q^  qqqft  qfq  qff  qqjfq  qff 
qfqq  ffcq  TOffo  fi  cjq?  qrjq  qqjqq  qff  qqqq  qft  qqfqfq  qrqft  qfqf  ^qq  qqjfq  qft  srrqqf  % 
qrq  fqqt  ^  t,  qq  cjq?  q#'  qqfh 


23.  Purulia  Chhau  :  Marriage  of  Rama  and  Seeta 

This  picture  too,  is  of  the  eighth  dance  number  of  the  Ramayana  sequence.  Here  we 
see  that  Seeta  is  going  towards  Rama  to  offer  the  vara-maalaa ,  meaning  the  garland 
with  which  a  girl  signifies  her  acceptance  of  a  young  man  as  her  groom.  At  times,  the 
man  also  offers  a  similar  garland  to  signify  his  acceptance  of  her  as  the  bride.  But  in  a 
swayamvara  only  the  bride  offers  the  garland,  since  the  man  has  come  to  the  assembly 
wishing  to  have  the  girl  as  his  wife.  Here,  therefore,  only  Seeta  offers  the  garland  to 
Rama. 

Most  of  the  groups  perform  this  number  with  Seeta  in  the  scene  right  from  the  beginning. 
A  few  groups  bring  Seeta  into  the  scene  after  Rama  has  broken  the  great  bow  of  Lord 
Siva. 

If  the  Ramayana  sequence  is  to  be  performed  in  two  successive  nights,  then  this  is  the 
concluding  number  of  the  first  night.  Some  groups  merge  the  ninth  number  depicting 
the  defeat  of  Parasuram  with  the  eighth,  but  others  do  not. 
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24.  W3  :  'WRPTR  W3RT 

<IHI4UI  Rft  y^PddT  %  TpsqnTR  R,  TTR  £TR  M«JRH  Rrj  RRpjRf  fTTRT  RTRT,  cfyg  RTJ^f  SIR 
tJRT  RR[fo  %  RR  3  RRJR  fRRT  RTR  tl  ^R5  RTJ?,  RfRRRT  dldyil  ^  3.  TR  W1  Rff  RTRRf 
RRjfd  %  RTR  i\  RRJcI  RTRl  tl  TTRRR,  3  T?t  RRR  RRjftr  Rtf  RHR  RT  RTRRf  RRjfd  RTT  3ffRR 
RTR  HNcI  tl  ^  RR  %  RRRTR  R  m||^  %  yt-i‘1  °Ft  ilcjl  -jcR  yR)Pd  %  RR  t  RRJcT  <rl  tl  RR 
RR?JRR  ^  RRRR  R7T  WI  3R3t  WR  R  tlRT t,  ^RT  pR  fRR  3  W?  t,  TOJRR  ^?R  RTRSfR  RT 
3RRt  ^  ^fm  %  RTO,  RR  Rpr  RpTI  %  fRRJR  RRk'l*  Rr  RRFR  tft  %  tJRT  RTR  RRR  TOt  tl 
RRTRR  RpT  ^  t  RRlpR  RR  R  RRRH  fRR  %  RJR  RTf  tfe  ftRT  tl  RTR  M  R  RR  RRRH 
%R  Rr  fRTT  3TRRR  t,  fRRf  WJRR  3TRR  RTR  RR  RRTR  tcRTT  RTdt  tl  RR  RRR  tdt  tttd  3tk 
RRRTR  tl  RIRRR  RR  '-RlPdd  RR?I  tl  TffRr  TR  WT  R  RRRR  RRRT  RfR  RR  RRtRtI  t,  RR  RnRRf 
RRjPt  Rp  RRTJRR  TTR  3ffRR  RR  ^RTR  RRR1  tl  3TRRT  RR  Rfk  RlRT  Rt  fRRTF  RRTRF  R>f  RTRR 
yRlJd  t  0,r1  3TfRRT  RRJTT  Rffl  t,  Pd-t  tlcdl  t  RTHR?lR  RRTRT  RT  RRi  I 


24.  Purulia  Chhau  :  Parasuram  is  Overpowered 

In  the  sequence  of  the  Ramayana  numbers,  defeat  of  Parasuram  in  the  hands  of  Rama 
is  performed  by  some  groups  as  the  ninth.  Some  groups,  mostly  in  the  Bagmundi  area, 
perform  this  episode  together  with  the  eighth  number.  In  fact,  they  do  not  consider  it 
as  a  separate  number,  but  concluding  part  of  the  eighth.  They  present  the  episode  of 
Rama  going  to  the  exile  as  the  ninth  number.  When  the  episode  of  Parasuram's  defeat 
is  in  the  eighth  number,  as  is  suggested  by  this  picture,  he  enters  into  the  dancing  arena 
with  great  fury  just  after  the  marriage  ceremony  of  Rama  and  Seeta  is  over.  Parasuram 
is  furious  because  Rama  has  broken  the  great  bow  of  Lord  Siva.  In  a  sense  this  is  a 
humiliation  for  Lord  Siva,  whom  Parasuram  holds  with  great  respect  as  the  presiding 
deity  of  his  clan.  Rama  with  his  divine  effulgence  and  valour  overpowers  Parasuram. 
Since  there  is  a  good  deal  of  drama  in  this  spisode,  it  provides  a  befitting  finale  to  the 
eighth  number.  Otherwise  in  the  enactment  of  the  marriage  ceremony  of  Rama  and 
Seeta  there  is  not  much  movement  which  can  be  made  dramatic  in  the  Chhau  style. 
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